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PIANISTS’ PROGRAMMES. 


OF all instruments the pianoforte is the one which 
has the richest musical literature, and yet, ctriously 
enough, if one were to judge of it from the programmes of 
the majority of pianoforte recitals, the reverse would seem 
to be the case. There is, in fact, a provoking similarity 
about them: a Bach fugue, a Beethoven sonata, a group 
of pieces by the composers of the romantic school in 
which Chopin has, as a rule, the lion’s share ; and a Liszt 
firework by way of finale. But the similarity does 
not end here. Bach wrote so many fugues, and fine ones 
too, that, however great the number of recitals during the 
season, the same one need never be heard twice.. Yet 
pianists confine themselves chiefly to one or two, and these 
pecoty the organ fugues transcribed by Tausig or 

iszt, among which the great one in A minor holds a pro- 
minent place. So, too, with the Beethoven sonatas : the 
“ Waldstein,” “ Appassionata,” and the one in E minor 
(Op. 90) are. being continually played, or misplayed, but 
how seldom does one hear the “ Shakespere” sonata in 
D minor (Op. 31, No. 2), the one in A (Op. 101), or some 
of the more important miscellaneous works. Mendels- 
sohn is almost exclusively represented by his “ Variations 
Sérieuses ;” Schumann’s “ Papillons” and “ Etudes Sym- 
phoniques” are played over and over again; while of 
Chopin’s large gallery of tone pictures, the Prelude in D flat, 
the first or second Scherzo, the F sharp Impromptu, and the 
A flat Polonaise, arethose most frequently chosen. Of Liszt’s 
pieces a marked preference has been shown for “ Béne- 
diction de Dieu dans la solitude,” and especially “ La 
Campanella” étude. We are, of course, taking the piano 
recitals en gros; it would be possible, here and there, as 
in the cases of Madame Frickenhaus, Mlle. Clotilde 
Kleeberg, and others, to name instances in which efforts 
have been made to get out of the ordinary groove. It 
may be asked why there should not be greater variety, 
considering the quantity of good material at dis- 
posal? The ansyer is not difficult: there are pianists 
who do not think ; others who do think, but principally of 
themselves. The former are only too glad to imitate a 
scheme already to hand, while the latter select works 
played by others in order to show that they can throw 
more power into the coda of the “ Appassionata”; that 
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they can thunder out the octave-passage of the Chopin 
A flat Polonaise louder than their fellow-players, &c. 
There are, indeed, few who really have at heart the cause 
of art and the comfort and enjoyment of the public ; and 
the more’s the pity, for in considering the one they would 
increase the other. We complain of the frequent recur- 
rence of a Beethoven sonata, or some other piece, but 
this is merely on the score of monotony; the works in 
themselves are of great interest. The performance of the 
Bach organ fugues on the pianoforte may, however, be 
described as inartistic. For private study such tran- 
scriptions are both useful and interesting ; the same may 
be said of pianoforte arrangements of Beethoven’s sym- 
phonies, yet who would dream of playing one of the 
latter at a concert ! 

But in addition to the hints given above respecting 
Bach and Beethoven, let us see what pianists might do to 
give pleasing variety to their programmes. To begin 
with Bach. .The way in which his clavier works are 
neglected is perfectly astonishing. Dr. Ph. Spitta justly 
describes the C sharp minor Prelude and Fugue in the 
first book of the 48 as “one of the grandest creations in 
the whole realm of clavier music.” It was performed 
once by Sir Charles Hallé some seasons back, when he 
played all the 48, and it has been heard once at the 
Popular Concerts, but that is more than a quarter of a 
century ago. And where else has it been given? The 
concerts taking place in London are legion, and it is 
possible that it may have been announced more than 
twice, but we think that we are pretty safe in stating 
that it has not found a place for very many years in any 
recital or even miscellaneous concert of importance. We 
have fixed on one of Bach’s masterpieces, and if time 
and space were no object we could fill columns in naming 
fugues, suites, and detached pieces by the great cantor of 
Leipzig that wait in vain for a hearing. So let it not be 
said that selection has been made of one piece that by 
some unfortunate chance has been neglected ; it has 
been named as one of many that seem unjustly consigned 
to oblivion. There is another great master whose works 
are seldom played. It would be folly to ignore that some 
of Mozart’s pianoforte music does not show signs of old 
age ; much of it, indeed, sounds older than Bach’s music 
written halfa century earlier. But what about the pianoforte 
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Fantasias, the A minor Rondo, the delicate little gigue 
in G, and last, but not least, the grand sonata in C minor ; 
yet scarcely any pianist takes heed of them. Mozart’s 
name on a recital programme is indeed a rarity. We have 
-not mentioned Mozart’s predecessor, contemporary, and 
survivor—Haydn. Itseems in these advanced days almost 
a breach of musical etiquette to speak of the composer of 
the Creation. At the Popular Concerts his name is 
well-nigh forgotten ; only two of hig sonatas have been 
heard there, and that long, long ago. Pianoforte recital- 
ists seem to know only his F minor variations. Sir C. 
Hallé is now reminding us in a very practical manner of 
another composer—Schubert—to.whom due honour is not 
granted. 

Among modern composers there are two whose names 
stand out with special prominence: these are Schumann 
and Chopin. It is no exaggeration to say that a pro- 

_ gramme could be selected from the works of the former 
that would be new to the general public ; and not only 
new—for that in itself is of little importance—but attrac- 
tive and characteristic of the composer. Did space 
permit we should be tempted to give a specimen pro- 
gramme. As to Chopin, it would be well if most pianists 
did neglect him, at any rate, for a while. How tempting 
does the Chopin selection, with its sparkling étude, 
dreamy Nocturne, romantic Ballade, and fiery Polonaise, 
look on a recital programme! But—well, this word 
means much, and for the moment it will suffice to say 
that the number of pianists who can do justice to the 
Polish composer is infinitesimally small, and that the 
paper promise often proves as deceptive to the audience 
as the mirage of the desert to weary travellers. 

Much more could be said about pianists’ sins of com- 
mission and omission, and perhaps at some future time 
the subject may be resumed. If pianists were to be 
more catholic in their programmes, and if, moreover, 
they were to select works suitable to their technical means 
and temperament, their recitals would in proportion gain 
in profit and pleasure. 








STUDIES IN MODERN OPERA. 


A COURSE OF LECTURES DELIVERED IN THE PHILO- 
SOPHICAL INSTITUTION, EDINBURGH. 


BY FRANKLIN PETERSON. ° 


Il.—MOZART. 
(Continued from page 103.) 


THE several versions of the legend of Don Juan as known 
in Spain (its birthplace), France, Germany, and Italy, are 
described at length in Jahn’s “ Mozart” (Vol. III.), but no 
less instructive, and vastly: more entertaining, is the infor- 
mation on the subject in Mr. Sutherland Edwards’s 
‘*Essays on Modern Opera.” I think there is nu reason 
to believe that Mozart had any high moral purpose in 
view when he selected and elaborated Da Ponte’s libretto, 
and too much, it seems to me, has been made of the 
attempt to show an undercurrent of serious meaning in 
the work which Mozart himself called dramma giocoso and 
opera buffa, As in other cases, he set the words to music 
as they came. When Leporello is in his best vein, the 
music is in regular comic-opera style: when the Statue 
enters the supper room the music marvellously conveys 
the situation from the first awful summons, “ Don Gio- 
vanni a cenar teco,” to the end of the scene. But. it is 
not at all apparent that Mozart leads up with any dra- 
matic intention from “ Night and Day” to the catastrophe, 
or that he has any hesitation in joining in the amusement 
which Don Giovanni’s intrigues always afford to the most 
decorous audiences, As for Hofman’s famous and fan- 





tastic interpretation, it is like the German savan?’s camel— 
evolved out of his own inner consciousness. 

Mozart’s close study of Gluck’s scores, particularly of 
the Alceste, is very apparent in Don Giovanni. It is 
suggested in the ver first bar of the overture, but we see 
it most plainly in the setting of the supernatural voice 
which comes from the Statue in the square, just as the 
voice issues from the Oracle in answer to the High Priest’s 
question in Adceste. This last evident coincidence has 
frequently been noticed, but I have never seen it pointed 
out that the progression of chords is exactly the same. 


“* Alceste.’” 


— 
Tt Tr coe | 
Tt = ee 


I 4 


L’ Oracte. 





T = 








T 
7 
1 





Le roi doit mou- rir au-jour-d’hui, si quel qu’autre au tré- 





























| am 





























“ Don Giovanni.” 


= 


La STATUA. 
a ——e— 
sis if = - 
Ve rl ——_ a [a iL ames i 
I © 


Di 











of ri 
ee ee 4 
1 _ 





ri - der fin- ir + ai priadell’au - ro + = ra! 
































In our consideration of some of the points in the work 
the occasional traversing of well known ground may per- 
haps be excused for the sake of coherence. 

The Don appears in the grasp of the terrified Donna 
Anna, whose rest and privacy has been invaded by the 
licentious nobleman. Her screams arouse her father— 
rather tardily, it must be confessed—and in the square 
before the palace the old Commendatore calls on his 
youthful enemy to defend his life. Youth and the devil 
are on the same side, so a thrust soon puts an end to the 
duel and to the old man’s hopes of revenge. The trio for 
the three bass voices is exceedingly well written. The 
broken words of the dying Commendatore come at in- 
tervals in the flowing music of the scoffing Don and the 
terrified Leporello. As soon as sufficient time has been 
allowed for this trio, and for the Don and his servant to 
get safely away, the servants rush out to see what is the 
matter, and Donna Anna swoons at the sight of her dead 
father. The duet with her lover, Don Ottavio, is really 
splendid, in spite of the absurdity of the words (which 
have absurdity added to them in English translations) ; in 
spite of a most undramatic treatment of the oath scene, 
tiresome repetitions (twenty-four times in four pages !) 
which fall to the lot of the phrase, “ Vammi ondeggiando 
il cor”—important words which occupy no fewer than 
thirty-one out of the last thirty-seven bars ! 
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Donna Elvira, deceived and deserted by Don Giovanni, 
has a passionate song in the next scene, and the Don over- 
hearing her, gathers that this unknown lady—a new field for 
conquest—is in the propitious condition of having been 
abandoned by her lover. Emboldened to make advances, 
he is surprised and disgusted to recognise Elvira, and runs 
off, leaving Leporello to make excuses, which he does in 
his famous “ Catalogue of Beauties” song. This recital 
of Don Giovanni’s misconduct in almost all countries 
never fails to bring down the house, the music, I presume, 
and the foreign language, carrying off, in the eyes of 
laughing and applauding ladies, the more than question- 
able character of the scene—an element which comes to 
the front so often during the opera that I need not refer 
to it again. I have read somewhere that the 7zmes, once 
compelled to devote some space to a famous prize fight 
which attracted -great attention, had its notice written 
without the use of any turf slang or circumlocution—no 
mere “severely punishing,” no “failed to come up to 
time ”—the naked facts were displayed in all their native 
brutality, and the result was a graphic and revolting 
petaee which made many an admirer of the good old 

nglish sport pause. In like manner Leporello’s song, 
plainly stated, and exactly understood, would be an 
effectual check on the mirth of the fashionable; audience. 
We need not too severely judge a bygone period, but let 
us express our gratitude to modern opera writers, from 
Beethoven onwards, who have banished trivialiti¢s from 
their librettos, and who have sought to inspire a love for 
virtue, pity for the erring, and hatred for the vicious ; not 
by the old means of sending the last after years of pleasure 
down a hole in the middle of the stage glowing with red 
fire, in the grasp of a red-coated attendant who solemnly 
holds up one hand while the curtain comes down, but 
by the tearful embrace of Leonora and Florestan, by 
Lohengrin’s sad retreating face and Elsa’s broken heart, 
by Isolde’s death song over Tristan’s body, at last rising 
from human to divine love as Parsifal heals Amfortas’ 
wound with the spear, and with pure hands holds aloft 
again the sacred cup. 

The next scene shows us a village festival with a young 
couple about to be married. The Don escaped from the 
reproaches of Elvira, has time to devote some attention 
to the charms of the village maiden Zerlina, whose boorish 
lover, Massetto, does not half like it. He, however, with 
his friends, is decoyed off the scene by Leporello, and the 
stage left clear for the duet Za cz darem. Let the 
words remind you of the absurdity of the scene, which we 
are too apt to forget while listening to the fascinating 
music. Zerlina, to be married in the afternoon to a man 
she really loves, listens to the blandishments of a man 
she has just seen for the first time, and this is all the 
resistance her maiden heart can offer— 

‘I would, and yet I: would not; my heart misgives me a little. 
It is true I could be happy; but, at the same time, I fear you mean 
to deceive me. (Have pity on me, Massetto!) Soon I must 
yield. . . (ad/egro) Let us go then, my beloved.” 

The interposition of Donna Elvira, and her plain 
language, makes Zerlina pause, and during the quar- 
tet which follows, Donna Anna recognises in the 
Don her father’s murderer. Instead of pursuing Don 
Giovanni, Don Ottavio, the inanest lover who ever trod 
the boards, contents himself with expressing in song what 
he would do for his love. The scene closes with the 
Don’s champagne song, flowing and frothy. 

Zerlina tries to appease Massetto’s jealous suspicions in 
what is surely the model of pure melody, “ Batti batti.” It 
is simply perfect from the first note to the last. There is 
not so much in it, doubtless ; there is no declamation, which 
places it at a disadvantage when compared with some 





favourites from later operas; but the spontaneous be- 
ginning without introduction, which at once attracts, the 
flowing violoncello accompaniment, which one feels in- 
clined to roll under the tongue like a sweet morsel, the 
absence of any superfluous note, and the absolute smooth- 
ness and rounded beauty of the whole, all go to make the 
charm complete. And then comes the disillusion. The 
last bars of the accompaniment are rendered inaudible by 
the shrieks and shrill whistles from the gallery, and the 
more decorous but no less pronounced enthusiasm of the 
rest of the house demanding an encore ; and because one 
cream tart has pleased your palate in its absolute nicety 
of proportion, size, and manufacture, you must sit and 
have your digestion and temper ruined by another exactly 
the same stuffed down your unwilling throat. 

The Finale to this act is one of the most varied, and, 
therefore, according to theory, most perfect among operas 
of the school in which such distinctions of effect were 
prized. Let us then devote some time to erecting another 
of these finger-posts which point from various stages in 
the development of opera towards Music Drama. This 
finger-post is the utter inadequacy of set forms, however 
freely used, to a perfect ideal. And as it is customary 
and only fair to accept some definition of a position 
by a recognised authority before proceeding to attack 
it, I shall choose Ernst Pauer’s definition of Finale in his 
book on Musical Forms. He says— 

‘* A well planned and successfully carried out Finale of the act of 
an opera is one of the most difficult tasks. The Finale comprises 
actually all possible.forms of which the opera consists—from the 
recitative to the most polyphonic concerted piece. The charm of 
the Finale is to be found in the fact that situations and pieces which 
appear in the opera divided by the recitative and dialogue here succeed 
each cther in the greatest variety ; and thus lively contrasts, as well 
in pieces and instrumentation, keep up a warm interest in the 
listener. The composer has to make at first a precise disposition of 
all distinct parts; he has to seek and find all the varieties of the 
situation; has to make himself thoroughly acquainted with the 
character of each scene and to find the proper form, key, time, 
movement, and instrumentation for a true and suitable musical 
expression. Furthermore he has to consider which parts of the 
Finale have to be brought forward with greater brilliancy, import- 
ance, and force ; he has therefore to put, so to say, certain parts 
somewhat in the shade and has to grasp with firmness every 
moment of the dramatic situation that may assist in giving clear- 
ness and solid strength to the whole structure. Indeed, the com- 
poser has not only to command the entire musical apparatus with 
consummate skill but has also to be a keen psychological observer." 
May we gather from these remarks that such care, such 
precautions, and such skill, are not so necessary in the 
part of the Act which is not the Finale? 

With one exception, rendered necessary by the com- 
parative lengths of a Finale and an entire Drama, all 
these requirements are fulfilled in the ideal Music Drama 
—not once in each Act, or rather not on/y once in each 
Act. Ifthe ideal of the Finale is fine and great praise be 
given to those who, like Mozart, excelled in it, what shall 
we say to the ideal of the Music Drama, and what shall 
we bestow on him who rerfects it ? 

We must pass — over the rest of the Act—the 
ball, the invitation which Leporello gives from a window 
to the three Masks (after which he takes such an out- 
rageous time to descend one flat that the Masks are 
compelled to console themselves with that lovely trio, 
twenty bars Adagio, all on two short phrases) until we 
come to the grand dénoiiment when the Trio unmask 
and everyone is prepared to take vengeance on the Don. 
They sing too much for effective and concerted action, 
however, and the Don easily keeps them all at bay till 
the curtain comes down and their angry passions cease. 
According to the original design the chorus should leave 
the stage before the Sametie sextet begins. Were Moz- 
art’s directions carried out, the climax would be robbed 
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of much richness and force, but at the same time there 
would be more justification for letting Don Giovanni 
escape scot-free, where Don Ottavio is his only male op- 
ponent. 

The second Act contains the beautiful Serenade in 
which the short staccato notes of the mandoline (usually, 
alas, played fzzzzcazo on the violin), are so well contrasted 
with the smooth flowing melody ; also “ Vedrai carino,” 
Zerlina’s second contribution to the coronet of gems in 
this opera. 

All the injured combine in the sextet, where they 
imagine they have the Don in their power, but on pulling 
off his cloak they find only Leporello. The music is 
almost on as high a level as that in the first Finale—the 
effect of groping around the dark square and Leporello’s 
half humorous, half terrified apologies being particularly 
well reproduced. Leporello is allowed to depart, and 
again Don Ottavio breathes out vengeance and irrepres- 
sible action in a long expression of what he would and 
will do—“Il mio tesoro.” A comical duet for Leporello and 
Zerlina was added in 1788 for the laughter-loving Vien- 
nese ; and Donna Elvira follows with a vigorous air, 
telling how, in spite of her wrongs, she still loves the 
Don and will do what she can to save him. He, heed- 
less and ignorant of attacks and affection alike, appears 
in the square with Leporello, just below the marble statue 
which has been erected to the memory of his victim, the 
Commendatore. Their attention is directed to the statue 
by the supernatural voice which issues from the stone 
lips and ‘tells the Don that ere morning his laughter 
will be for ever ended. In answer to the Epitaph, which 
Leporello reads out, 


‘I here await that vengeance decreed by Heaven unto the 
wretch who slew me,” 


the Don insists on his terrified servant inviting the 
Statue to sup with him that very night. The Statue 
accepts, and the splendid Finale is only delayed to allow 
the neglected Jrzma donna, Anna, to have her regulation 
Aria. Weare nowat the last scene (in the supper-room), 
the music to which is most charming and spontaneous, 
the quotations from contemporary and rival operas being 
a particularly humorous idea. Now the four dreadful 
knocks are heard. Twice their imperative summons 
echoes through the hall and the Don himself goes to 
open the door, when, to the mysterious music which we 
know from the overture, the Statue stalks in super- 
humanly tall and stately. The Don, ribald to the last, 
invites him to make himself at home, but the Statue 
declines, inviting the scoffer in turn to accompany him. 
Don Giovanni cheerfully consents and gives his hand in 
pledge. The marble fingers close cold and firm over his, 
but in the grasp of death itself he refuses to repent. The 
music is most masterly. Gluck’s idea is splendidly 
worked out. The Statue’s monotonic warnings and the 
Don’s refusal to regard them are continued through 
pages of wonderful music—a perfect triumph of dramatic 
effect. The opera always concludes without the moral 
reflections of the saved on the sinner’s dreadful end, and 
I was much delighted with the last scene as given in 
Dresden. There, instead of the Statue and the Don 
descending through the trap-door together, the Statue 
suddenly Aer pogo and Don Giovanni struck by 
Heaven amid the ruins of his palace, staggered out to 
the square, and fell dead at the base of the Statue, which 
sat there on the marble horse again immovable as before 
in the clear calm moonlight. 

_ Itis easy to gather what are the defects in the un- 
interesting and incoherent plot ; one hearing of the work 
shows a little of the wealth of melody which Mozart has 





lavished on it, but long years of study do not master the 
excellencies and far-reaching influences of the music. 
(To be continued.) 








THE ORGAN WORKS OF J. S. BACH. 


EDITED BY W. T. BEST. 
(Continued from be 53-) 
FOURTH SERIES.* 


THIS series commences with the Eight Short Preludes 
and Fugues, which constitute the fifth number of Vol. 
VIII. in the Peters edition, but which are not yet 
published by the Bach-Gesellschaft. Spitta mentions 
in a foot-note (“Life of Bach,” Vol. I., p. 399) an older 
MS. of these than any made use of by Dr. Griepenkerl, 
which is now in the Royal Library, Berlin. It formerly 
belonged to G. Polchau, a teacher of music at Hamburg, 
and on the title-page there is a note of interrogation 
after the name of Bach, for which, in Spitta’s opinion, 
there is no reason. No information can be gleaned con- 
cerning Polchau, but Dr. Rust mentions a pianoforte 
player of St. Petersburg, named Palschau, who revised 
and corrected the great Prelude and Fugue in D minor 
(Dorian), in which task, as Rust puts it, he worked like 
a Russian censor ! 

These short pieces belong to the Weimar period 
according to Spitta, and he says it is not easily intel- 
ligible how they can have been considered as the work 
of Bach’s noviciate, since throughout they bear the 
stamp of a commanding master of composition, and 
the short, simple forms correspond just as little with 
Bach’s inclination at his earliest period as with that of 
any other young genius. 

And now to compare the text with that of the Peters 
edition. 

No. 1, Prelude and Fugue in Cc major :— 


Ex. 117. te , 
j= 100. 











There is only one very slight difference between the 
two copies, but it is worth quoting because ‘it is an 
illustration of a difficulty in the way of students analys- 
ing and writing out these works in score. Which of 
the two readings be the correct one it is not possible 
for me to say; but both show conclusively that the 
entry of the subject is by a fifth voice or part. 

The reading is as (a) in Best, and as (0) in Peters :— 








I have placed the pedal notes on the lower stave to save 
space, but it will be clear, especially from the Peters 
edition, that a fifth part is added for the time being. 

No. 2, Prelude and Fugue in D minor :— 





* Augener’s Edition, Nos. 9,854 to 9,86z. 
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In this the two editions present no textual differences, 
but in Best, p. 477, 1. 2, b. 3, the last notes, left hand 
and pedal, have a queried chromatic rise. There is no 
such indication in Peters, but the whole phrase would 
seem in its favour, There is some five-part writing in 
the next few measures, during which the fugue subject 
is given by an extra voice. 

No. 3, Prelude and Fugue in E minor :— 











The prelude agrees throughout, but in the fugue a 
slight difference occurs at p. 480, 1. 3, b. 4 and 5, reading 
in Best as (a) and in Peters as (4) :— 




















Of course the doubling in the unison is a common 
thing in part-writing, and the replacing of the note 
by a rest brings the part to an abrupt termination. 
A similar thing will be noticed in the fifth bar on 
p. 481, when compared with Peters, p. 56, 1. 2, b. 2. 
In the fourth bar of line three on the same page the 
corresponding passage in Peters, p. 56, l. 4, b. 3, 
introduces a tt “part,” as will be seen by comparing 
Best (a) with Peters (4) in annexed extract :— 











It may seem but a small matter, but the three-minim 
rhythm at the penultimate bar is marked in Best by 
the figures, whereas in Peters there is no such notice; 
but perhaps the old masters did not point out by any 
special mark such occasional alterations in the time 
value of the bars, this indeed being but a ritenutzo “ writ 
large.” 

No. 4, Prelude and Fugue in F major :— 


Ex. 123. 
[oe =132.] 








Here, again, the texts agree throughout the prelude 
and in the fugue there is only a difference in Best, p. 485 
1, 3, b. 3, as (a); Peters, p. 59, 1. 1, bar 4, as (4) :— 























At a first glance the reading (4) would seem to be 
the correct one, but in favour of the other is a similar 





passage, p. 486, |. 1, b. 3, where the same progression, 
inverted, will be found, and with this the Peters edition 
agrees. 

No. 5, Prelude and Fugue in G major :— 


Ex. 125. 
[@=100.] 
¥ [e=60.] ae. 


2. 











ghet ia 
oe 


In the prelude the only difference is one of notation. 
The first bar, p. 489, middle stave, has a quaver rest 
before the two semiquaver notes ; in Peters, the crotchet 
a, second voice, is grouped to them by a quaver stem. 
The last note in each of the first two bars of the pedal 
solo is in Best queried with a sharp, but not so in 
Peters. Page 491, 1. 1, b. 4, middle stave, the second 
quaver is f; in Peters, d@. The pedal notes in the last 
two bars-are connected by a bind, but in Peters the sign 
is absent. : 

No. 6, Prelude and Fugue in G minor :— 


Ex. 126. 





No difference is found in the texts of the prelude, and 
the first thing noticed in comparing those of the fugue is 
the matter of rhythm necessitating a half bar, Best, 
p. 496, l. 1, b. 4, where it is indicated by a time signature, 
but not in Peters, perhaps for reasons already suggested. 
There is a slight difference in bar two, second line of 
o same page, which reads as (a), and in Peters as 


Ex. 127. 
(a) 














_ Another slight deviation, which affects the harmony, 
will be found in the second bar of the next line, as (a) 
in Best, and (4) in Peters :— 

















It is not for me to point out to students of harmony 
the different aspect of the first note, treble, in the two 
readings, but merely to call attention to it. Here, again, 
the last pedal notes are tied, but not so in Peters. 

No. 7, Prelude and Fugue in A minor :— 


The notation in parts of bars three and five will be’ 
duly noted, otherwise there is nothing to point out. 
excepting in the last bar but one of the prelude. The 
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last group, top stave, is in Best as (a), in Peters as 
(6):— 


Ex. 130. 





In the fugue both editions agree throughout. 
No. 8, Prelude and Fugue in B flat major :— 


Ex. 131. 


le=76-] (o=8.) 








There are one or two points to be noted in the 
relude. The bar before the pedal comes ‘in is, in its 
ast half, in three parts. Mr. Best makes the third part 
enter half a beat earlier by adding a quaver stem to the 

J in the second group of semiquavers. In the pedal 
solo, last bar but one on p. 502, the second note of the 
second group is f, in Peters, ¢. In the first and third 
bars of the next page, middle stave, the note 4, second 
beat, has a double quaver stem, and the next quaver has 
a rest over it. In Peters the stem above is that of a 
crotchet, which may be right although it interferes with 
the harmonic progression which is alternately dominant 
and tonic. This second section of the prelude is 
marked for repetition, and ends with a coda of two 
bars. In Peters it would seem that the last bar of the 
section should also be played twice, but in Best that is 
marked “first time,’ and to be omitted in the repeat. 
. In the exposition of the fugue the first response in the 
alto has, in Peters, quaver rests in place of the dots 
after the crotchets, but everywhere else the subject is 
treated as at the start. Mr. Best,adheres to the dotted 
notes throughout, and certainly has analogy. in his 
favour. There is no further divergence between the 
two editions. STEPHEN S. STRATTON. 

(To be continued.) 








THE PIANOFORTE TEACHER: 
A Collection of Articles intended for Educational purposes, 


CONSISTING OF 


ADVICE AS TO THE SELECTION OF CLASSICAL AND MODERN 
PIECES WITH REGARD TO DIFFICULTY, AND SUGGESTIONS 
AS TU THEIR PERFORMANCE. 


By E. PAUER, 
Principal Professor of Pianoforte at the Royal College of Music, &c. 
(Continued from page 103.) 
STEP V.—STUDIES. 

Moscheles, Ignaz. Twelve Grand Characteristic Studies, 
Op. 95. These well and very carefully written studies 
do not by any means enjoy the great popularity of the 
same composer’s Twenty-four Studies, Op. 70 ; the reason 
for their being less known and but rarely used, is to be 
found in their being much longer, more difficult, and less 
pleasing ; the composer himself, however, held them in 
greater esteem than the previous ones. Each of the 
studies has a title, which intends to assist the performer 
in thoroughly understanding the manner and style in 
which it has to be.played :— 

No. 1. “Wrath” (Der Zorn), Allegro non troppo in 
A minor, requires absolute firmness and certainty of 
attack; the marks s/ have to be carefully observed, and 
must be given with nervous force. The conscientious 
student will observe that the composer does not give 
throughout the whole study a single pedal mark, 


'}on the other hand any expression of hurry. — 
|| racter of the study ought to be a quiet, soft, insinuating 
‘| one. 





No. 2. “ Reconciliation ” (Versihnung), Andante placido 


‘in F. The left hand finds in this study a considerably 


hard task; both hands have to perform the skips in a 
steady quiet manner, avoiding any sign of ag ops) or 
The cha- 


No. 3. “Contradiction” (Der Widerspruch), Vivace 
in D flat, is brilliant and highly effective. The figures 
in triplets require what is called /e jeu per/é—a fluent, 
crisp, exceedingly distinct touch and fluent execution. 
The canto fermo, which is distributed between the two 
hands, is characteristic ‘of the title, “Contradiction,” 
and if this study is performed in a well-sustained manner, 
with sufficient force, energy, and animation, it cannot 
fail to be very effective. 

No.4. “Juno,” Allegro maestoso in A. To Juno, the 
mother of Mars and Vulcan, is ascribed boldness, force, 
and intrepidity of character, and these qualities ought to 
be well represented in the performance. 

No. 5. “A Nursery Tale” (Kindermihrchen),. The 
excellent qualities and the uniform beauty—not less 
originality—of this charming study (undoubtedly the gem 
of the collection) have been already described. 

No. 6. “Bacchanale,” Allegro con spirito in C. 
Everything concerning Bacchus, the god of wine, must 
be fiery, spirited, and bright ; thus a certain martial, even 
triumphant tone, ought to pervade this highly brilliant 
and effective study. 

No. 7. “Affection” (Zartlichkeit), Andante con molto 
espressione in G. The figures in demisemiquavers have to 
be executed with absolute evenness and suppleness, in a 
—what may be called—caressing manner. To attain 
this, the performer will do well to pay great attention to 
the practical fingering given by the composer. 

No. 8, “ Alla napolitana,” Presto in E minor. Naples 
is the home of the Tarantella, which dance this study 
represents. Great animation, fire, a certain capricious 
expression, and striking contrasts between Jano and forte 
are here required. 

No. 9. “‘ Moonlight on the Seashore” (Die Mondnacht 
am Seegestade), Andante placido in A flat. A quiet, 
peaceful tone ought to reign throughout : the part-writing 
1s unexceptionable, the harmonization most exquisite, both 
qualities affording an excellent study for /egafo-playing. 
‘The pedal must be carefully avoided in order to preserve 
distinctness and lucidity of expression. 

No. 10. “ Terpsichore,” Ad/egro giocoso in D. Terpsi- 
chore, the goddess of dance, is represented as being 
graceful, light, and elegant, and thus ought to be likewise 
this fascinating study, for which an excellent s/accato and 
crispness of touch are indispensable. 

No. 11. “A Dream” (Der Traum), Andantino grazioso 
in B flat. A well-sustained, even, and soft expression are 
the most prominent characteristics of this exceedingly well 
composed study. 

No. 12. “Terror” (Die Angst), Presto agitato in F 
sharp minor. Great accuracy and precision of touch are 
eminently required. 

“The Culture of the Left Hand.” Book IV. This 
book contains six difficult ‘studies for the left hand 
only :— 

No. 1. Schmitt, Jacques (1796-1853). “ Etude de chant” 
in E flat. The arpeggio chords require evenness and 
continuity ; the melody ought to be marked, but not 
too strongly, and the accompaniment must be somewhat 
subdued, 

No. 2. Pauer,E. Intermezzo, Tempo di gavotta in 
G. The rhythmical accent is in this movement the 
principal feature. 
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No. 3. Guriitt, Cornelius. “La Plainte” (Die Klage) 
in F minor. This somewhat extended study demands 
great command over the keyboard. The chords must be 
attacked with nervous force and absolute certainty. 

No. 4. Kohler, L. “Song of the Waves,” in F sharp. 
This study affords capital material for arpeggios and 
octave-playing. If the pedal is used with discrimination, 
it will decidedly enhance the effect. 

No. 5. Leschetizky, Theodor. Andante finale from 
Donizetti’s Lucia di Lammermoor, in D flat. This tran- 
scription is a regular virtuoso piece: it requires very 
great power of execution, of sustenance, and strength of 
wrist. 

No. 6. A/kan,C. V. Fantasia (concert study) in A flat. 
According to the best authorities, Alkan (1813-1888) 
possessed a marvellous facility of technical execution, 
and if we judge from his different studies (published by 
Hofmeister), no difficulty can have existed for him; 
indeed his studies surpass those of Liszt, Chopin, 
Henselt, and Thalberg, with regard to technical difficulty. 
The present study is at first bewildering; but if the 
student possesses patience, and takes the trouble to 
examine and analyse the whole, he will find system and 
order in it, and will by. degrees—even if they are slow 
degrees—be able to surmount the difficulties. 

Nicodé, J. L. Staccato Study (‘Celebrated Concert 
Studies,” No. 48). Among the living composers for piano, 
Nicodé belongs to the best and most original. The 
staccato study is not only well composed, but full of 
interest and highly useful. The application of quick re- 
petition of one note is ingeniously used for producing an 
almost dazzling effect, but in order to execute it according 
to the composer’s wish, a perfect action of the instrument 
itself is indispensable, for with a heavy action the neces- 
sary speed cannot be attained. 

Schulhof, J. “Le Tournoi” (The Tournament), in 
C minor, Op. 12. This study possesses great spirit and 
animation, and is highly effective. The student will do 
well to practise at first all the different chords separately, 
for their distinct and crisp execution adds considerably to 
its brilliant effect. The octaves have to be played from 
the wrist, and the melody of the Grandioso (page 3) 
must be attacked with nervous force and intrepidity. 

Moszkowski, M. “ Les Vagues,” Op. 24, No. 1. Among 
the most difficult and brilliant studies of the present time, 
this study, most aptly called “Les Vagues ” (The Waves), 
—is decidedly one of the most distinguished. — Its 
melody is beautiful and full of nobility, the technical part 
is highly ingenious, the harmonious progressions are 
natural and nowhere common, and the effect of the whole 
is not only great but astonishing. But, in order to do justice 
to it, the performer has to possess great patience, and 
not only moral, but also physical endurance—certain bars 
and passages have to be practised slowly and attentively 
hundreds of times until they appear clear and even. 
After having conquered all the technical difficulties, the 
thinking performer will direct his attention to the ex- 
pression, and he will try to exemplify the rising and 
falling of the waves, and thus bring life and action into 
the whole. 

(To be continued.) 








LETTER FROM LEIPZIG. 


As a rule the musital season terminates here with the last 
Gewandhaus concert. This year it did not. There was a very 
successful performance of Bach’s St. Matthew Passion at St. 
Thomas’s, conducted by Herr Capellmeister Reinecke. Chorus 
-and orchestra were both admirable ; and the vocal soloists, Frau 





Baumann, Friiulein Minna Minor, Messrs. Dierich and Messchaert, 
gave general satisfaction. Messrs. Réntgen and Hinke distin- 
guished themselves in the violin and oboe odd/igati to some of 
the airs, 

On the 2oth of April a special concert was given at the 
Gewandhaus by the Corporation, to celebrate the visit of the 
Medical Congress to Leipzig. The programme was short, but 
long enough to give our distinguished guests a high idea of the 
musical resources of the city. This concert was conducted by 
Dr. Reinecke, and began with his overture to King Manfred. 
Then Frau Baumann sang with the happiest effect Schumann’s 
beautiful song ‘‘The Lotos-flower,” Schubert’s ‘‘ Dream of 
Spring,” and other songs by Brahms, Mendelssohn, and Hiller. 
Next Dr. Reinecke played Mozart’s Concerto in a. During the 
past season he has, you may remember, performed the concertos 
in B flat, C minor, and D major, each of which was received with 
acclamation by the public, affording convincing proof of the 
undiminished vitality of these beautiful though strangely 
neglected compositions. Schumann’s B flat Symphony con- 
cluded the concert. 

The American conductor, Mr. F. H. Arens, recently gave a 
concert at the Gewandhaus, with a programme of American 
music. With the exception of some pieces by Paine and 
Chadwick, which proved fairly acceptable, the compositions 
brought forward were chiefly remarkable for their eccentricity 
and vulgarity. As far as composition goes America cannot be 
said to have done anything to advance musical art. 

An interesting concert was given on Sunday, April 24th, for 
the benefit of our orchestra fund. Dr. Reinecke being away, 
his place as conductor was occupied by Herr Capellmeister 
Paur. The programme, which was mainly orchestral, included 
Rubinstein’s ‘‘ Don Quixote,” a pretty suite for string orchestra 
by Tschaikowsky, and Rossini’s William Tell overture. 
Herr Moritz Rosenthal was the pianist. He was heard in 
Liszt’s E flat concerto, in Songs without Words by Mendelssohn, . 
Thalberg’s Etude in & minor, and one of Liszt’s Hungarian 
rhapsodies. The ¢echnigue of Herr Rosenthal is marvellous, 
but the absence of intellectual qualities, noticed on a previous 
occasion, still mars all his performances. He pleased the 
groundlings, but made the judicious grieve. 

The death of Professor Dr. Braune, the famous anatomist, who 
was for many years a director of the Gewandhaus, must here be 
recorded. Another death which has left a gap in Leipzig 
musical life is that of Dr. Rust, Cantor of St. Thomas’s, who 
succeeded the famous contrapuntist Dr. E. F. Richter in that 
much coveted post. Rust was not remarkable either as an 
organist or as a composer,.but his knowledge of the works of 
Bach was unrivalled. Others—notably Robert Franz—may 
have been more deeply imbued with the sfsrit of Bach, but no 
one was so well acquainted with the /e¢éer. He could distin- 
guish the character of Bach’s handwriting at every period of 
the great composer’s life, and knew where all his autographs 
were to be found. His fame chiefly rests upon the editjon of 
Bach’s works published by Messrs. Breitkopf and Hirtel for the 
Bach Society, to which he devoted years of loving toil. Seven- 
teen of the volumes passed through his hands, It was a pity 
that he did not see fit to go through with the work. Dr. Rust 
was not quite seventy years old at the time of his death. 

The birthday of King Albert of Saxony was celebrated by a 
festival concert at the Conservatoire. The programme included 
Jadassohn’s grateful ‘* Serenata” for wind instruments, Op. 104, 
which was satisfactorily rendered. In a pianoforte quartet of 
Rheinberger’s, Miss Burbage distinguished herself; and the 
Conservatoire choir sang well in Reinecke’s “ King Albert 
Hymn.” The violoncello concerto of Saint-Saéns was well 
played by Miss May Taylor, of Oxford. The variations from 
Haydn’s Emperor quartet were played by the combined 
“strings” of our orchestra. 

In honour of the wedding of Duke Ernest and the Duchess 
Alexandrina of Saxe-Coburg-Gotha, the opera Casi/da, com- 
posed by Duke Ernest nearly forty years ago, was performed 
at our theatre. As the work of a dilettante it is commendable, 
but deserves no higher praise. The libretto is poor and 
hopelessly involved. Casz/da was put on with elaborate care, 
and waS well received. The next operatic novelty here will 
be Reinecke’s Gouverneur von Tours. 
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OUR MUSIC PAGES. 


THE first movement of Reinecke’s miniature Sonata in 
B minor for violin and piano forms the music supplement 
to this month’s number. It is taken from one of a set of 
sonatinas for violin and piano which have been progres- 
sively arranged and partly revised and fingered by Emile 
Thomas. The set-includes five with the violin part in the 
Ist position, ten in the Ist, 2nd, and 3rd positions, and 
nine in the higher positions. Amongst the list of com- 
posers chosen we find: Gurlitt, Kuhlau, F. Ries, I. 
Lachner, F. Schubert, and other favourite writers of 
sonatinas. 


Rebiews of Hew Music and Pew 
Coditions, 


A Treatise on Byzantine Music. 
S. G. HATHERLY, Mus.Bac. 
Alexander Gardner. 

SOME persons are in the habit, when a new book is placed 
in their hands, of turning over the leaves just to see how 
it looks ; to such we would offer the advice to avoid pages 
8 and 33 of the one under notice, for in the former there 
is a vibration figure with forty-seven places of decimals, 
while in the latter the author says he almost shrinks from 
the task of opening up a few of the secrets of 253 Oriental 
chromatic scales. But if these terrors be faced, and 
certain other difficulties connected with the author’s 
peculiar phraseology, the book will prove exceedingly 
interesting. By the title word, “ Byzantine,” the author 
refers to Eastern music generally, with exception of the 
ultra-orient, India, China, and Japan. 

The introductory portion of the treatise discusses, with 
some show of learning, the much vexed question as to the 
possibility of representing the sounds of Oriental scales 
by modern Western notation. The author says very 
truly that an approximate result is all that any system of 
music has thus far attained, and as we represent thirty- 
one notes by twelve, within the octave, he does not see 
why we should not also attempt to show Oriental scales 
with our notation. Part II. discusses the Diatonic 
Genus, and the old Ambrosian Modes which played so 
prominent a part in the Byzantine Church, and Mr. 
Hatherly explains very clearly the difference between 
Byzantine and Gregorian plagal modes: the former 
followed the old Greek system. He divides Oriental 
modes into ecclesiastical and secular, and as the same 
name refers in each to a different octave succession of 
sounds, it is a subject to be handled with great care. 
In addition to the ordinary modes with their plagals, 
other scales are given, by combining various kinds 
of tetrachords, and to such is given the name of 
“Oriental Artificial Diatonic Series.” In Part III. 
we arrive at the “chromatic genus,” and the above. 
mentioned “grand total of 253 untransposed octave 
scales,” and it certainly requires some courage to study 
the various tetrachordal combinations. To examine 
the melodic possibilities in this Oriental wealth is inter- 
esting, but we fancy. many readers will be tempted to 
hurry on past Part IV. with its “ classification of scales” 
to Part V. entitled, “Application and Specimens.” 
Though only an approximate result is obtained, the 
examples are most attractive. First come those in the 








By the VERY REV. 
Oxon. London: 


diatonic scales, among which an introit from the “ Sunday 
Liturgy of the Russian Church,” in the Dorian Mode ; as 
an illustration of a secular song in that mode there is a 
quaint “ Lover’s Song of Smyrna.” The specimens of 
melodies in the chromatic scales are numerous and 





fascinating. And after playing or singing the quaint 
strains one irresistibly feels the contrast between Eastern 


and Western music. The latter has, of course, been 
influenced by the former ; but in the matter of tonality, 
and, indeed, of rhythm, Eastern music may still prove 
a profitable mine. It should be noted that the accom- 
paniments given to the songs are in some cases handed 
down from an early period, in other cases they are 
modern, ee 
Symphonies. By W. A. Mozart, arranged for piano- 
forte duet by MAX PAUER. (Edition No. 8,588 4 and 
c; each, net, 1s.) London: Augener & Co. 
THE “ Jupiter,” noticed ina recent issue as the first of this 
delightful series, has been speedily followed by its com- 
panion masterworks in G minor and E flat. Composed 
in the same year (1788), these three examples of the 
miraculous fecundity of their author exhibit also in an 
equal degree his versatility and power of musical charac- 
terisation. The first is full of dignity and repose, the 
second full of pathos and trouble, the third brims over 
with grace, tenderness, and joy. To know these works is 
of course to love them without ceasing, but it is also to 
envy those who know them not the delightful hour of 
their first introduction to such a world of beauty. Of the 
three works the Symphony in E flat suffers perhaps 
least by transference to a pianoforte. 


The School of Technique and Expression for the Piano- 
Sorte. By E. PAUER :— 
National Sonatinas. (Edition Nos. 8,310 e and /; 
each, net, Is.) 
Sonatina in 4 major. (Edition No. 8,311 ; net, 1s.) 
Three Diversions, (Edition No. 8,312 ; net, Is.) 
London : Augener & Co. 

Nos. 8,310 e and f are the last two numbers of a set 
of six, the earlier of which were noticed in our April 
issue. They are entitled respectively “Wales” and 
“Treland,” and will, we are inclined to think, become the 
most popular of the series, The “ Irish” one is delight- 
ful. The first movement opens with a fine bold march 
theme, to which presently follows a trio, based on ‘‘ The 
Minstrel Boy.” The beautiful melody, “As a beam o’er 
the face of the waters,” is utilised for the slow move- 
ment, and a spirited “ Gigue” (jig?) brings the bright 
little work to a brilliant conclusion. Inthe Welsh Sona- 
tina, which contrasts strongly with its companion, the 
fine tune, “ Nos Galan,” is treated-as a theme with varia- 
tions. The second movement is a graceful and flowing 
Tempo di minuetto, and the last a busy, bustling, and 
vigorous Molto vivace. 

The Sonatina in A is a graceful piece, to the melodic 
figures of which the eighteenth century has been allowed 
to contribute. It consists of three movements, the first, 
a Moderato in orthodox “ First movement” form, the 
second, an air with four variations, the third, a Minuet 
and Trio. This sonatina is easier than the two “ national” 
ones. 

The three “Diversions” consist respectively of a 
Theme by Mozart, a Valse by Hummel, and a Swedish 
air, each of which is brilliantly varied. These pieces 
would afford excellent material for practice to fairly 
advanced pupils, the third being a good example of 
polyphonic writing. 
Melodic Studies for the Pianoforte, progressively arranged 

for advancement of technique and style, with special 
regard to rhythm and phrasing. By A. LOESCH- 
HORN. Engitsh fingering. London: Augener & Co. 
THE above excellent studies in seven books, already 








reviewed by us in former numbers of the MONTHLY 
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MUSICAL RECORD, are now published in a folio edition, 
with English fingering, and as the print is large and 
distinct, the edition will undoubtedly recommend itself 
to many. We hope that at some future time, not far 
distant, a universal fingering may be adopted, as such a 
system would obviate the necessity in many cases of 
teaching young pupils |the two fingerings, which is pecu- 
liarly confusing to them. Much may be said in favour of 
the English fingering, but as its use is in the minority, we 
should appreciate the entire use of the Continental one. 


Pitces fugitives pour piano par ANTON STRELEZKI. 
Op. 191. (Edition No. 6,460; net, 1s.) London: 
Augener & Co. 

THE contents of this book are a Mazur, Romance, Im- 

promptu, and Serenade. The serenade occupies four 

pages, and has sufficient in itself to make the set 
popular. All the four pieces are strikingly pleasing, 
although mostly short, as their title implies. 


Grande Tarentelle en FA; Barcarolle en sol majeur, 
pour piano par ANTON STRELEZKI. London : 
Augener & Co. 

THE tarentelle is a characteristic composition with the 
rhythm well marked, but is not in our opinion a “ grande” 
tarentelle. The subjects are light though pretty, and 
the accompaniment in the left hand somewhat mono- 
tonous. The pretty melody of the barcarolle pleases us 
more, being written in the composer's own light and 
graceful style. In this piece the chords in the left hand 
are almost all in wide position, which adds greatly to 
the effect of the piece. 


Second Gavotte Album. A collection of the most cele- 
brated Italian, French, and German _gavottes. 
Selected, revised, and partly arranged for piano. 
By E. PAUER. (Edition No. 8,333 ; net, 1s.) London : 
Augener & Co. 

ON referring to the first page of this book we observe 

that it contains twenty gavottes by old writers, arranged 

in chronological order, and composed between the years 

1633 and 1791. The composers are Lully, Corelli, 

Couperin, Rameau, Handel, Bach, Gluck, Mozart, and 

others, whose names are so well known that any special 

comment seems superfluous. It is perhaps to be regretted 
that no fingering has been added, because these pieces 
offer good material for teaching purposes. 





Cecilia. Acollection of organ pieces in diverse styles. 
Edited by W. T. Best. Book 43. Organ Symphony 
by ELFRIDA ANDREE. (Edition No. 5,843; net, Is.) 
London: Augener & Co. 

THIS symphony by the lady-organist of Gothenburg Cathe- 
dral is in four movements—1, Moderato in B minor, 
common: rhythm; 2, Fugato in four parts, minor ; 
3, Cantabile in E major ; 4, Finale, A//egro maestoso in 
Bmajor. The latter opens with a brilliant subject in 
chords fortissimo in march rhythm, which is contrasted 
with a theme of a tranquil character. The editorial work 
by Mr. Best is excellent, but the four movements are all 
rather short, and leave one with the impression that the 
themes might have been more fully worked out. 


Morceaux de salon pour le violon avec accompagnement 
du piano par EMILE THOMAS. No.7,Danse des Fées, 
No. 8, Méditation religieuse. London: Augener & 
Co. 

OF the two pieces named above, we prefer the “ Médita- 

tion,” which will surely please all violinists who have 


mastered the first four positions. The “ Danse des Fées,” 
a short, light movement, marked A//egretto scherzando, is 
pretty, and, if played after the Méditation, will contrast 
very well with it. The harmonisation of the last four 
measures of line 3, page 2, in the piano part might be 
revised with advantage to the piece. Both pieces are 
very carefully fingered and bowed by the composer. 


Romance for violin or ’cello with pianoforte accompant- 
ment, By R. PREECE. The London Music Pub- 
lishing Company. 

A TRIFLING composition, consisting of twenty-four bars 

of a slow air alternating with a few bars in ordinary valse 

rhythm. There is very little romance about it, the valse 
motives being rather commonplace. It is nevertheless 
tuneful, and is very easy. 





Trio in pv major for pianoforte, violin, and violoncello. 
By J. W. Hupson. (Edition No. 7,263 ; net, 4s.) 
London: Augener & Co. 

By the publication of this trio Messrs. Augener & Co. 
add a well-written and effective work to their long list of 
chamber music, and one which promises to become a 
favourite. It is not difficult, and is so suitably placed for 
the three instruments as to be well under the command 
of the fingers. It consists of four movements—I. A/legro 
con brio; II. Barcarolle ; III. Scherzo; 1V. Allegro con 
|fuoco. The first two movements are somewhat in the 
style of Niels Gade, the melodious themes of the allegro, 
cleverly treated, fixing the attention from beginning to 
end. The two middle movements scarcely come up to 
the standard of the first, but the finale, with its bold 
subject, has plenty of dash and brings the trio to a very 
satisfactory finish. The parts are lettered throughout 
for reference, and the violin part is fingered, though why 
the ’cello and piano parts are not also fingered we fail 
to understand: We look forward to the production of 
other works of this description from Mr. Hudson’s pen. 





Album pour violon et piano. Vol. X. Geuvres modernes 
arrangés par F. HERMANN. (Edition No. 7,3224,; 
net, 2s.) Pour fliite et piano, arrangés par G. GARI- 
BOLDI. (Edition No. 7,7854,; net, 2s.) London: 
Augener & Co. 

IN many cases arrangements of piano solos for violin and 

piano are not successful, in so far as they do not always 

suit the instrument. It must be owned, however, that 
the eight pieces selected for this album are so well 
adapted that most of them sound as if originally written 
as duets. The only one that loses a little by arrange- 
ment is Sterndale Bennett’s celebrated sketch, “‘ The 

Lake,” which is so essentially a pianoforte piece that it 

will. bear no change. “ Troika,” by Tschaikowsky ; 

“Estera gavotte,” by Marie Wurm ; and the “ Zinga- 

resca,” by Noskowski (especially the latter piece) are 

excellent violin solos. The other four numbers are 

“Frihlingslied,” by Kjerulf; “Cracovienne mélancoli- 

que,” by Noskowski ; “Romance,” by Tschaikowsky ; 

and “ Berceuse,” by L. Schytte. The same album appears 
also for flute and piano, the arrangement being most 
effective. Flautists will [find it a desirable addition to 
their répertoire. 

41 Caprices pour Talto par B. CAMPAGNOLI. Op. 
22. (Edition No. 7,651; net, 1s. 6d.) London: 
Augener & Co. ° 

THESE studies by the celebrated Italian violin virtuoso 

and composer (born at Cento in 1751, died at Neustrelitz 

in 1827) may be regarded as the Gradus ad Parnassum 








of the viola. They are what Kreutzer, Fiorillo, and 
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Rode’s studies are to the violinist, or Cramer and 
Clementi to the pianist. The student who has mastered 
the technical work contained in this volume, and can 
render the studies with good expression, may be fairly 
considered to have mastered his instrument. Here is 
abundance of material for the study of scales, arpeggi, 
double stopping, embellishments, &c. The work is very 
ably revised and fingered by Mr. Emil Kreuz, who is 
an artist on the viola. 


30 Etudes faciles et progressives pour la flite par G. 

GARIBOLDI. Two books. (Edition No. 7,868 a and 

6, each, net, 1s.) London: Augener & Co. ' 
THE pieces published under this exceedingly modest title 
are of far more musical worth than many we could name 
which have been put forward with imaginative titles as 
“pieces.” They have, it is true, no accompaniments, but 
perhaps all the more for this reason the composer has 
succeeded in writing clearly defined and rhythmically 
interesting melodies. The value of these graceful little 
compositions as studies in phrasing and expression will 
be evident at a glance; their variety is equally notice- 
able. —_——. 


Two Pieces for violin, with pianoforte accompaniment, 
by A. C. MACKENZIE. Op. 47. London: Novello, 
Ewer & Co, 

WE have here two compositions which will assuredly be 
added to the repertoire of every violinist competent to 
play them. The first is a Barcarolle in G minor, the 
second a Villanella in G major. The first-named has a 
beautiful “dreamy” theme, afterwards becoming more 
florid, which must surely have occurred to the composer 
ina gondola. It is contrasted with a broader one given 
out on the G string, and working up to a passionate 
climax in octaves. The Villanella is full of rustic life 
and vigour, and of a rarer quality still—humour. It goes 
without saying that with such an accomplished violinist 
for their composer, these pieces are well laid out for the 
instrument. The accompaniments are of quite moderate 
difficulty, 


Vocal Trios for female voices with piano accompaniment, 
by R. SCHUMANN. (Edition No. 4,271; net, 1s.) 
London: Augener & Co. 

THESE lovely compositions by a great genius are so full 

of deep feeling and beauty that they require no words of 

ours to recommend them. All we need say is, that the 
present edition appears with German and English words, 
the latter being a very successful translation of the 
original by W. Grist. ‘The English titles of the six trios 
are—1, Thou art far ; 2, Naenia ; 3, Look up; 4, Night; 
5, Spinning Song ; 6, Oh! Happy Spring. 


Stay, Pr ythee, Stay. Chorus by SIR HENRY BISHOP. 
Arranged for four-part chorus of female voices. With 
piano accompaniment by H. HEALE. (Edition No. 
4,332 ; net, 4d). London: Augener & Co. 

THIS pretty chorus is well arranged for female voices, 

and will be found most useful, being well adapted for 

teaching purposes in schools. 


“ The Summer Days are gone for aye.” Tuet for soprano 


and mezzo-soprano. London : 
Augener & Co. 

THE melody of this duet, in § rhythm, is simple and tune- 
ful, partaking of the character of a barcarolle. The vocal 
parts are for medium voices (from ED to AD and CtoE 
respectively) and present no difficulties to the average 
singer. The words, by Harold Boulton, are well chosen 
so as to be easy to sing. 


By EMIL KREUZ. 





@peras and Conrerts, 


ROYAL OPERA, COVENT GARDEN. 


Sir Aucustus Harris has made brave announcements of his 
operatic doings for the coming season, and on the 16th of May he 
opened with far more animation than is customary. There was 
a large and aristocratic audience, the programme of the first 
night being partly French and partly Italian. The German 
works will be given in June, and will be very important and — 
interesting. The works for the opening night were Gounod’s 
Philémon et Baucis and Mascagni’s Cavalleria Rusticana, the 
latter performed for the first time at Covent Garden. Gounod’s 
opera was first heard at Covent Garden in the autumn, when 
the French company, MM. Bouvet, Lorrain, and Engel, and 
Mlle. Simonet, performed the quartet. In this instance, Jupiter 
was played by M. Plancon, an admirable artist with a fine 
bass voice, and a commanding presence. He was quite an ideal 
Jupiter, singing the music extremely well and acting with much 
dignity. M. Castlemary was the representative of Vulcan ; he 
acted well, and sang with effect, but required a little more 
physical power in the popular air, ‘‘ Aux bruits des lourds 
marteaux,” which needs a certain ‘‘sledge hammer” style to 
carry out the ideas of the composer. M. Montariol was good 
as Philemon, and Mlle. Sigrid Arnoldson was remarkably 
leasing, if not very powerful, as the rejuvenated wife who, after 

ing granted her youthful beauty and grace, finds she does not 
get on with her spouse so well as when she was an elderly wife: 
The opera is unquestionably pretty, but it seems hardly broad 
enough in style for so large a theatre, and it sounds almost 
eccentric to hear the French dialogue in the immense theatre, 
Mascagni’s opera was splendidly performed, and admirably placed 
upon the stage. A new scene of a Sicilian village painted 
expressly was introduced, and the entire performance under 
Signor Mancinelli was excellent. Whether Cavalleria Rusticana 
has not been a little overpraised time will show, but unquestion- 
ably it proved a great attraction on the opening night, and the 
chief items were greatly applauded and sometimes encored. 
Among the pieces most in favour were the é/ermezz0, which has 
already become popular. This, finely played by the orchestra 
with great beauty of tone and expression, was received with 
extraordinary enthusiasm, and Signor Mancinelli gave the signal 
for its repetition. The drinking song for the tenor, a quaint and 
attractive melody, was also encored, and the excellent chorus of 
the Church Scene was re-demanded, but was too long for repe- 
tition. The artist who appeared as the heroine, Santuzza, was 
Madame Calvé, who has performed the part in most of the 
large Italian theatres. Her voice was pure and penetrating, 
and her method dramatic. In fact, she acted as well as she 
sang, and immediately found favour with the audience. The 
scene in which Santuzza narrates to Alfio her betrayal and 
desertion by the fickle soldier, Turiddu, was very forcible. 
Signor de Lucia, a tenor of merit, who is familiar with the 
character, played the lover with acceptance, although his high 
notes have not much volume of tone. But he is a capital artist, 
and a very fair actor. M. Dufriche as the stolid Alfio, who, 
rap to avenge the wrongs of the heroine and partly to defend 
is capricious wife, fights and kills Turiddu, was admirable. 
His conception of the part was remarkably effective. Mlle. 
Giulia Ravogli was the. wife, and Mlle. Bauermeister also took 
pt in the representation, which was a brilliant one, doing the 
ullest justice to the composer. Gluck’s Orfeo with the Sisters 
Ravogli in the chief characters, was announced for the next 
night (Tuesday), but owing to the indisposition of Mlle. Giulia 
Ravogli, it had to be postponed, and the programme of Monday 
was repeated. There was no performance on Wednesday, and 
on Friday Gounod’s Faust was the opera, with the tenor, 
M. Van Dyck, as the hero, M. Plancon, the baritone, as 
Mephistopheles, and Madame Emma Eames, the popular 
American soprano, as Marguerite. The opera was given in 
French. Mascagni’s Z’Amico Fritz was announced for Satur- 
day the 2Ist, with Madame Calvé as the heroine, and 
Signor de Lucia as Fritz; but owing to Madame Calvé’s 
indisposition, Gluck’s Orfeo was performed, and with great 
success. Sir Augustus Harris has changed the title of the 
theatre slightly. He now calls it ‘*The Royal Opera, 





June 1,1892.] THE MONTHLY MUSICAL RECORD. 





SONATE MINIATURE, 
pour Violon et Piano 
par 
CARL REINECKE. 


Allegro moderato. 
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Covent Garden,” leaving out the word ‘‘ Italian,” which, in 
these days has come to have but little meaning. In fact, there 
are no references at all to the lighter works of Donizetti, 
Bellini, and Verdi, although during the season it is possible 
that one or two of them may be performed. The number of 
first-rate vocalists engaged for the coming season is remarkable; 
there are more than forty singers of ability, and many of them 
are of the first rank.. The orchestra and chorus are upon a 
large scale, and the conductors are of great experience. M. 
Léon Jéhin undertakes the control of the French operas ; 
Signor Mancinelli, Signor Bevignani, and Mr. Randegger, the 
Italian; and Herr Mahlen the German operas, which promise to 
be of the utmost importance. Sveg/ried will be the first, and 
June 8th is the date fixed for its performance, with the noble 
artist Herr Alvary as the hero. Z7istan und Isolde is to be 
heard after years of neglect in London, where it is practically 
unknown. The time has now come, we imagine, when this, one 
of the grandest of dramatic operas, will be estimated at its true 
value. The music is passionate and powerful, in the love scene 
especially, and the stirring story is full of interest. One 
peculiarity of 77istan is the demand made upon the principal 
vocalists. They are upon the stage during nearly the whole of 
the representation. Zhe Nibelungen Ring will be a novelty to 
the bulk of opera-goers. It was given at Her Maijesty’s 
Theatre just ten years ago, but amateurs were not sufficiently 
“‘advanced’’ to appreciate it thoroughly, and the representa- 
tions were: dragged out too much. One of the performances, 
we remember, occupied from six in the evening until one the next 
morning. One may have too much, even of a good thing. The 
entire scheme of Sir Augustus Harris is full of promise. Among 
the works will be M. Isidore de Lara’s opera, the libretto of 
which is taken from Sir Edwin Arnold’s poem, ‘‘ The Light of 
Asia.” We are also promised M. Bemberg’s Z/aine, and we 
shall have Lohengrin, Die Meistersinger, and the Flying 
Dutchman, grandly done, also Fidelzo in German. A special 
orchestra is organised for the operas in German, and Sir 
Augustus Harris promises, if there is an overflowing demand for 
these works, he will give additional representations at Drury 
Lane. It is curious that, in the midst of these busy prepara- 
tions at Covent Garden, Her Majesty’s Theatre for a century 
past the representative home of Italian opera in London, goes 
under the auctioneer’s hammer. Everything will be sold, and 
the building pulled down immediately. Since it was rebuilt, 
Her Majesty’s Theatre has never been successful, and its place 
will be occupied by a gigantic hotel. 


NYDIA AT THE CRYSTAL PALACE. 
On the roth there was produced for the first time at the Crystal 
Palace, a very ambitious work: nothing less than a grand 
opera in five acts, composed by Mr. George Fox, and entitled, 
Nydia; or, the Blind Girl of Pompeii. ‘The libretto, as well 
as the music, is from the pen of Mr. George Fox, who has 
closely followed Lord Lytton’s beautiful romance, ‘‘ The Last 
Days of Pompeii.” Thus we have in the opening scenes the love 
of Glaucus for the beautiful Ione, and the attachment of the 
blind girl, Nydia, contrasted with the jealousy of Arbaces, the 
priest of Isis, who seeks to make Nydia the rival of Ione, in 
order that he may win her love. Full use is made‘of the 
appeal of Arbaces to the oracle in order to destroy Ione’s con- 
fidence in Glaucus. Also the scene is introduced in which the 
shero, before the altar of Isis, violently flings down the priest, 
and is imprisoned, his release, as in the novel, being due to the 
fidelity of the poor blind girl, who, when the earthquake and 
eruption take place, conducts her lover to the sea-shore, and 
when they are safely on board a vessel, the despairing Nydia 
throws herself overboard. It must be admitted that there are 
ample materials for a grand opera in these incidents, but 
they require to be treated in a grand style. Mr. Fox has made 
a great advance as a musician, and, we were surprised to hear 
the delicacy, grace, and frequently the original passages of 
his instrumentation, to which the fullest justice was done by 
the Crystal Palace orchestra. Often these passages were 
charming, and the blending of the instrumental with the vocal 
portions displayed skill which may be turned to still higher 
account in a future work. Where Mr. Fox is least happy is 





in the more dcamatic portions of the opera. In passion, storm, 
earthquake, and volcanic eruption, he makes less impression 
than in the softer moods of lovers and in graceful scenes, In 
these he proves himself an excellent musician. Should Mr. 
Fox get the opera placed in some regular theatre, we cannot 
help thinking that he will add to its popularity by condensing the 
score. On the afternoon when it was produced we were 
present from half-past two until nearly six o’clock. The per- 
formance was good. Madame Giulia Valda, although suffering 
from a sore throat, sang well as Ione, and acted with much 
grace. Mr. Walter Clifford as the Nazarene Olinthus, sang 
well, as did Mr. Durward Lely, an old favourite of the Savoy 
Theatre, as Glaucus. Mr. Pyatt appeared as Arbaces, and 
made that character effective, and Mlle. de Rideau was the blind 
girl, Nydia, and succeeded fairly well. The opera was placed 
upon the stage with due care, and has been thrice performed 
with considerable success. 





FRA DIAVOLO AT THE LYRIC THEATRE. 


On the 1oth Auber’s opera Fra Diavolo was performed at the 
Lyric Theatre by the students of the Guildhall School, who, at 
that institution, a short time since, gave a very attractive per- 
formance of the work. Naturally, in so large an area as that of 
the Lyric Theatre the students were not quite so effective as upon 
a smaller stage. | Still, the performance was a creditable one, 
reflecting great credit on the students themselves and their 
professors. M. Hermann Klein conducted the opera carefully. 
Miss Jessie Bradford as Zerlina was the most successful of the 
performers. “She acted prettily, and having a bright, clear, 
soprano voice, sang the music, especially that of the second act, 
with fluency and good intonation. Mr. Acfield, the tenor, 
who played the polished brigand, had hardly sufficient volume 
oftone, but sang neatly. The choruses were well rendered. 


ROYAL CHORAL SOCIETY. 


A MAGNIFICENT performance of Mendelssohn’s oratorio Ziijahk 
was given at the Albert Hallon May 4th, Mr. Joseph Barnby con- 
ducting. Madame Albani was the soprano, and sang in her 
finest style and with great beauty of tone and expression. 
Madame Belle Cole, Mr. Ben Davies, and Mr. Watkin Mills, 
were the other principal vocalists, and were all in good voice, 
The choruses went unusually well. Should Mr. Barnby be 
compelled to retire from his post when he becomes the 
Principal of the Guildhall School, there will be some difficulty 
in appointing his successor, but after so much has been done 
on behalf of good music at the Albert Hall, it is to be hoped 
that a conductor of ability will take his place and continue the 
honourable traditions of the Royal Choral Society. 


OTTO HEGNER’S RECITALS. 


TuIs remarkable youth has returned to London after an 
absence of two years, greatly improved in every way. Otto 
Hegner comes back to us not with ‘a countenance sicklied 
o’er with the pale cast of thought,” but ruddy, cheerful, and 


joyous,-as though music agreed with him. When the bright 
young pianist stepped upon the platform at St. James’s Hall on 
the oth, it was pleasant to note the surprise at his improved 
appearance. He will soon be enrolled in the ranks of the 
“ grown-up ” pianists, not only in stature but in artistic gifts, for 
in the performance of Beethoven’s “ Sonata appassionata ” there 
was evidence of strength and expression which the youthful 
pianist had not hitherto displayed. In the ‘* Variations sérieuses ” 
of Mendelssohn there was also a very great advance.in technical 
skill. We looked in again on the 18th, and heard the gifted 
youth with renewed pleasure. The excitement of a first appear- 
ance was over, and Hegner gave himself up to the music with 
the thoughtful attention of a mature artist. If the injudicious 
ladies who pet the youthful pianist do not spoil him with flattery, 
Otto Hegner will become a famous player, perhaps one of the 
greatest. As to his compositions we have but faint belief in 
youthful compositions. But there will te time enough for efforts 
in that direction when complete mastery of the pianoforte has 
been won, 
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SIR CHARLES HALLE’S RECITALS. 


THE first of Sir Charles Hallé’s recitals, given at St. James’s 
Hall on Friday, May 6th, was devoted to the works of 
Schubert. The ‘‘whirligig of time brings its revenges.” It is 
not so long ago since people refused to believe in Schubert as an 
instrymental composer, and he was known only by his’ beautiful 
songs. There is always one difficulty in devoting an entire 
recital to the works of a particular composer—the sameness of 
style, which is unavoidable even in selections from the greatest 
musicians, But few composers could so well stand the test as 
Schubert, especially when his music is played by so refined an 
artist as Sir Charles Hallé. 





PHILHARMONIC SOCIETY. 


THE concert of the 11th was quite a ladies’ gathering. Ladies 
had the largest share in the performance, and the ladies of the 
audience were in the majority. Fraulein Wietrowetz made her 
début, and played Mendelssohn’s violin Concerto with great 
effect, although the young violinist was evidently nervous. 
Happily she did not play the finale too rapidly: it is a mistake 
made by most violinists, who fancy they obtain brilliancy by 
speed—but what about intonation and clearness? The sisters 
vogli sang the duet ‘‘ Quis est Homo ” from the Stabat Mater, 
and Mile. Giulia Ravogli gave the air from Clemenza di Tito, 
and was encored, singing ‘“‘Che fard” in response. The 
mphony was Brahms’ No. 3, finely conducted by Mr. Cowan. 
he performance of the symphony was worthy of the music, and 
it was remarked that the orchestra was unusually careful in the 
performance. It is hoped that Madame Sophie Menter will 
return in time to play at the next concert. 





MISCELLANEOUS MUSIC. 


A CURIOUS experiment will be tried by M. Jacobi in his music 
to the new ballet Don Juan at the Alhambra Theatre. This 
able conductor and composer has introduced in his score passages 
from Mozart’s opera to illustrate the scenes of the ballet. He 
has done so with considerable artistic skill. It is a novel way 
of inducing a popular music-hall audience to listen to the strains 
of a classic composer, and reminds us somewhat of Jullien’s plan 
of sandwiching a movement of a symphony between a polka and 
popular waltz in the old days of promenade concerts.—Among 
new pianists a word of praise may be given to Herr Willibald 
Richter, who at the Princes’ Hall on May 3rd gave a recital in 
which he displayed great command of the keyboard. The style 
of Herr Richter is somewhat unequal, but in music that was 
suited to him he proved himself a pianist above the average.— 
Mr. Clinton’s Wind Instrument Chamber Concerts were made 
very attractive at the last concert at Steinway Hall, on May 3rd, 
by a fine performance of the clarinet Quintet of Brahms, in 
which, of course, Mr. Clinton’s ability was conspicuous.—Miss 
Fanny Davies, at her recital on May 4th, at St. James’s Hall, 
played Beethoven’s Sonata in A flat, Op. 110, very beautifully, 
and the ‘‘Papillons” of Schumann, Miss Wietrowetz, the 
violinist, played the Dramatic Concerto for the violin of Spohr, 
and played it well. The two ladies were associated in the 
Sonata of Brahms, Op. 78, and both won hearty applause.— 
The Musical Artists Society, conducted by Mr. Alfred 
Gilbert, have given some concerts recently with good results, 
introducing chamber music by Mr. Aguilar, Mr. Wesché, and 
others, which showed that our composers have not been idle.— 
The Musical Guild also, at the Kensington Town Hall, gave 
the first of their present series of Chamber Concerts on the 1oth, 
when the new Trio of Mr. Kreuz for pianoforte, violin, and viola, 
was performed with great success. Mr. Kreuz is a composer of 
great promise, having a genuine gift of melody.—At Princes’ 
Hall, on the 12th, Mr. Ernest Kiver gave his annual concert, 
introducing a novelty. This was a Quartet in D by Reinecke, 
which was heard with much pleasure, although it was felt that 
in some portions the work was deficient in force and originality. 
Mr. Henry Guy sang a new song composed by Mr. Wingham, 
entitled, ‘‘ By the Willows.’ The pianoforte playing of Mr. 
Kiver was much admired in selections from the works of 
several composers for the pianoforte.—The vocal recitals of 
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Mr. and Mrs. Oudin proved very attractive. Mr. Oudin sang 
with great effect. Mrs. Oudin was successful, but was evidently 
not in her best voice.—Great regret was expressed that Madame 
Sophie Menter was compelled to leave London so suddenly. 
We were counting upon some magnificent performances from 
this brilliant artist, who, owing to the illness of a relative, re- 
turned to Germany.—The'concert of Madame Patti at the Albert 
Hall is fixed for June 11th. They do comical things at concerts 
in America. At Madame Patti’s last concert the audience having 
learned that the diva had lost a pet dog she greatly prized, 
handed to the platform in a basket, decorated with flowers, a 
puppy of the same breed as the one the famous vocalist had 
lost. —The Vicar of Bray has passed its one hundredth night at 
the Savoy, and we are very glad to learn that Sir Arthur 
Sullivan will soon be able to complete his new opera for that 
theatre, his health having greatly improved. Sir Arthur 
Sullivan reached his fiftieth birthday on the 13th.—*‘ And still 
they come,” said a well-known amateur at the recital of M. 
Joseph Slivinski, referring to the vast number of new pianists. 
M. Slivinski is unquestionably not one of the least important of 
the newcomers. He has great command of the instrument. 
Another Russian, M. Siloti, gave a recital at Princes’ Hall on 
the 26th. He is a pupil of Rubinstein, and a professor at the 
Moscow Conservatoire, 








Musical Potes, 


—o~— 


THE long-prepared Salammdé of M. Reyer was pro- 
duced at last at the Grand Opéra, on May 16th, with 
the success which might be anticipated for so famous 
a work of so distinguished a composer. It was origin- 
ally produced, like so many other works of modern French 
musicians, at Brussels, February 1oth, 1890, but some 
alterations have been made in the present version. It is 
too early to prophesy what popularity the opera will 
obtain, but we remark that the French critics do not 
speak of Flaubert’s novel with the enthusiasm which it 
once excited, and it is possible that this indifference will 
have some effect on the reception of the opera. The 
chief parts, Salammb6é, Matho, Shahabarim, Hamilcar, 
Narrhavas, and Spendius, were played by Mme. Rose 
Caron, MM. Saléza, Vergnet, Renaud, Delmas, and 
Beyle, of whom the first, third, and fourth were in the 
original cast at Brussels. The representative of the 
heroine gave a superb rendering of her part, and the 
others were all successful in their degree.. The scenery, 
decorations, and ballet, were magnificent. After the first 
performance was over the composer sent Mme. Caron 
the autograph score of the opera, with this complimentary 
letter :— 

MA CHERE AMIE,—C’est pour vous que j'ai écrit le réle de 
Salammbé, Nulle autre que vous ne l’efit chanté avec cette idéale 
perfection, avec autant de charme et de poésie, Acceptez donc ce 


manusctit comme un témoignage de ma profonde reconnaissance 
et de mon inaltérable affection. E, REYER, 


THE Op£RA-COMIQUE has also produced its novelty, 


Enguerrande, a drame lyrique in four acts, by M.° 
Auguste Chapuis, a young musician who gained the Prix: 


Rossini in 1886 with a cantata, Les Jardins d Armide, 
and has ever since been regarded as a musician of 
much promise, but who has now only produced his 
first work for the stage. The first performance, on May 
gth, was anything but a success, for the audience 
found much that was ludicrous in the situations and the 
language of the librettist, M. Victor Wilder, and “ guyed ” 
the piece mercilessly. But this was doing great injustice 
to the musician, in whose work there was much that was 
promising, and some things really excellent. The “book” 
is founded on a story by Emile Bergerat, and in general 
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character is not unlike some of the romantic tales of the 
“ Decameron,” but it is so indifferently constructed that 
the authors have contrived to be both ridiculous and 
dull. Nevertheless, it is not quite clear whether the 
music will not save the piece for a time, but a real success 
is not to be hoped for. The chief parts were in the 
hands of Mile. Boucart, a débu¢ante with good looks and 
a nice voice, Mile. Horwitz, and MM. Gibert and 
Fugere. 

ANOTHER young composer, M. Paul Vidal, has not 
been altogether successful with his first, stage work of 
importance, Eros, a fantaiste lyrique, produced at the 
Bouffes-Parisiens on April 22nd. The fundamental 
idea of this piece is pretty and poetic, but the librettist, 
M. Jaime, in working up a sketch of the late Jules Noriac, 
has vulgarised his subject, and robbed the composer of 
his proper chance. Nor were the performers equal to 
their tasks. To choose a pupil fresh from the Conser- 
vatoire for the chief part could only be justified by a 
success which was not forthcoming. M. Vidal’s share in 
the work is warmly praised, but it cannot make him a 
reputation. 

AN operetta in three acts, La Femme de Narcisse, is 
very successful at the Renaissance, thanks to the light 
and pleasing music of M. Louis Varney. 

THE VICOMTESSE DE GRANDVAL, a lady who unites 
the rank of an amateur with the knowledge of a sound 
musician, and many of whose works are well known in 
Parisian concert-rooms, has just produced a four-act 
opera, Mazeppa, at Bordeaux, with great success. 

A REPRESENTATIVE of the part of Didon having been 
found in-a Mlle. Ledant, the Zvoyens of Berlioz is in 
active rehearsal at the Opéra-Comique, and it is hoped to 
produce it early in June. ; 

THERE are five candidates for the Prix de Rome this 
year; one of them, M. Alexis Fournier, who gained the 
second Prix last year, is so exceptionally fortunate as to 
have a work, Stratonice, already accepted, and about to 
be rehearsed at the Opéra. M. Engel and Mme. 
Bosman are to play the chief d/es ; as the composer has 
to “entrer en loge ” during the composition of his cantata, 
the rehearsals of his opera will be superintended by M. 
Théodore Dubois, of whom he is a pupil. 

M. ALFRED BRUNEAU, the composer of Ze Réve, is 
said to be writing a new work in four acts, founded on a 
story in Zola’s “ Soirées de Medan.” 

MASSENET’S new opera, Werther, will shortly be taken 
in hand at the Opéra-Comique ; and Delibes’ Lakmé will 
be played with Miss Sybil Sanderson in the part hitherto 
associated with Mlle. Van Zandt and Miss Sigrid 
Arnoldson. 

A NEW opera, Gyftis, by M. Desjoyaux, produced 
on April 16th at the Théatre de la Monnaie of Brussels, 
was received with a degree of favour which was hardly 
expected by any one concerned. This was the close of 
the season, for the subsequent performances were merely 
the customary sozrées a’adieu of the chief artists, most of 
whom are about to transfer their services to various 
Paris theatres; among these are Mmes. Nuovina and 
Carrére, and MM. Lafarge, Dupeyron, and Badiali, all 
highly esteemed at Brussels, 

THE Concerts Populaires of Brussels, conducted by 
M. Joseph Dupont, terminated for the season on May 
7th with a repetition of M. Gilson’s remarkable work, 
La Mer, and the entire third act of Wagner's Parszfal. 

THE popular succéss of Herr Moszkowski’s Boabdil 
on its production at the Berlin Opera House (April 21st) 
is indisputable, but the critics make considerable re- 
servations with respect to the merits both of the libretto 
and the music. The whole construction of the piece and 





the general style of the music are regarded as following 
the model of Meyerbeer’s pieces too closely to suit the © 
taste of the present day. Although airs, duets, choruses, 

&c., abound, none of them are mentioned as exceptionally 

interesting—but from all quarters we hear of the beauty 

of the marches, and, above all, of the ballet movements. 

Indeed, it seems that to these the opera will owe the 

greater part of whatever success it obtains. The chief 
performers were Herr Rothmihl (Boabdil), Fraulein 

Hiedler (Zoraja), Frau Staudigl (Ayxa), and Herr 

Frankel (Cabra), not forgetting Friiulein Dell’ Era, the 

leading dancer, whose success appears to have cast the 

other artists quite into the background. Herr Kahl 

conducted with masterly skill. i 

AN attempt is being made at Kroll’s Theater at Berlin 
to establish a second opera-house for the capital. The 
general company is fairly adequate, but much reliance 1s 
evidently placed on the attractive powers of distinguished 
singers who appear as “ Giste.” The first of these is the 
young lady known as “ Nikita,” who, though familiar to 
the concert-rooms of Berlin, has never before appeared 
on the stage. She has been seen as Gilda, Amina, and 
Zerlina (in Fra Diavolo). She pleases fairly well as an 
actress, but her singing is not greatly esteemed, and her 
voice seems to have suffered from over-exertion. A 
second “Gast” of far greater distinction was Frau 
Moran-Olden, for so many years the distinguished prima 
donna of the Leipzig Theatre, and one of the greatest 
singers and actresses of Gerniany. Mme. Moran-Olden, 
though emphatically a dramatic soprano, can sing almost 
any part. At her début in 1878 she had a réfertoire of 
thirty parts, from Ortrud to Amina. That she is so 
much less known than she deserves can only be due to 
her long connection with the Leipzig Theatre alone. She 
is now touring throughout Germany, everywhere winning 
the most brilliant triumphs. At Berlin she has played 
Leonora (Fide/io), Frau Fluth (Mrs. Ford), and the 
Countess (Ze Vdzze), and has just appeared as Leah in 
Rubinstein’s Maccabdéer, which has been brought out 
under the composer’s own superintendence. 

THE Vienna Theatrical and Musical Exhibition was 
duly opened on May 7th, but the exhibits are as yet, in. 
too many cases, represented by empty spaces, and the 
performances of serious interest have hardly begun. 
There will be more to say about it next month. 

Two hitherto unknown symphonies by Mozart have 
been published by Messrs. Breitkopf and Hartel. It 
appears that they are printed from copies preserved in a 
convent in Tyrol, which Mozart is known to have visited 
in 1772, but the original MSS. are not forthcoming. The 
style of the works is said to leave no doubt of their 
authenticity. 

CORNELIUS’s opera, Der Cid, originally produced at 
Munich in 1865, without success, has at length been 
revived at Carlsruhe by the enterprising and indefatig- 
able conductor of the opera, Felix Mottl, for the celebra- 
tion of the goth anniversary of the Grand-Duke’s acces- 
sion. The chief parts were played by Fraulein Mailhac and 
Herr Plank, both of whom shared in the triumph to 
which they contributed so largely. 

FRAULEIN MARIE JOACHIM, daughter of the great 
violinist, who began her operatic career quite modestly a 
year or so ago, has just appeared at Munich as Briinn- 
hilde in Die Walkiire with such success that she is 
already talked of as a coming Wagner singer of high 
distinction. 

THE Mendelssohn memorial in front of the Gewand- 
haus at Leipzig, the work of the sculptor Werner Stein, 
was to be unveiled on May 26th. The proceedings were 
to be followed by a concert, the programme of which 
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includes the 114th Psalm, the Violin Concerto (played by 
Herr Joachim), and the Lodgesang. 

THE writers of operettas and comic operas are always 
busy. Johann Strauss is engaged on one entitled Princess 
Ninetta, which is to make its appearance in due time at 
the Theater ander Wien. Herr von Suppé’s new work is 
entitled Der Fakir. Another new opera, possibly of a 
more serious character, entitled Cornelius Schiitt, is 
the work of Smareglia, author of Der Vasali von Szigeth, 
and has been accepted at the Vienna Hofoper. 

MANCINELLI’s opera /sora von Provence has had a 
very favourable reception at Hamburg. 

Lovers of Bach will be pleased to recognise the 
growing popularity of the Matthdus-Passion, Perform- 
ances have been given this year not only in German 
towns, where we might expect it, but in such unlikely 
places as Pesth, Freiburg, Briinn, St. Petersburg, and 
many others. 

HERR CARL GOLDMARK has produced a new sonata 
for piano and violoncello, which was played by Herren 
Brill and Hummer at one of the Rosé-Quartet concerts 
at Vienna, and well received. 

THE Miannergesangverein of Cologne has just cele- 
brated the soth anniversary of its foundation. The 
first ceremony was the performance of a requiem to the 
memory of deceased members. Festivities of a more 
joyful character, banquets and concerts, followed. 

VERDI'S Falstaff is finished: authorities differ as to 
whether it is to be produced at Milan or Florence, but 
the former city seems more likely. It is in three acts 
and six tableaux, and has only one chorus. There are 
four female parts, two tenors, two baritones—of whom 
Falstaff is-one—and one bass, who is a servant of the 
hero (Bardolph?). The dialogue is said to be treated in 
the style of the recitatives in O/e//o—probably, with a 
difference. 

No Italian paper comes out now without something 
about Mascagni. The last story is that he is going to 
begin on a new setting of a libretto founded on a drama, 
Vestilia, by Rocco di Zerbi. 

VERDI’s opinion of Mascagni is very interesting. After 
. remarking on some points of similarity between L’A mico 
Fritz and Wagner’s Tristan (!), he continues: “ Never- 
theless, Mascagni has very great talent, and he has 
introduced an effective novelty—short operas, without 
superfluous prolongations. Our weakness was the inter- 
minable operas, which had to occupy the whole evening. 
We had to spin out the music to fill four hours, and so 
had to write choruses, solos with all sorts of episodes, 
and everything that. could prolong the action. But now 
here comes a young man with a strikingly facile and 
inventive talent, and brings a one or two-act opera, with- 
out any pompous paraphernalia, in which the action 
takes place rapidly: this was a happy innovation, and 
the public has accepted it with enthusiasm.” 

THERE are to be grand doings at Genoa to celebrate 
the gooth anniversary of the discovery of America. 
Baron Franchetti, the composer of Asrae/, is writing 
a Cristoforo Colombo, a ballet of the same name is occu- 
pying a composer named Monplaisir, and Signor Platania 
is at work on a cantata, Colombo, Besides these, it is 
proposed to revive an opera, Co/ombo, by Carlo Barbieri, 
a composer who died in 1867. 

A NEW opera, Z¢/da, by Francesco Cilea, just pro- 
duced at Florence, is very successful—but the Italians 
just now are in the humour to find a Mascagni in every 
young composer of any ability. 

SENOR TOMAS BRETON, the Spanish composer, has 
written an opera, Garin, which has just been brought out 
at Barcelona. 





SIGNOR SivorIi, bearing his seventy-six years lightly, 
has once more delighted the Genoese with the magic 
tones of his violin. 

DURING Messrs. Abbey and Grau’s season at the 
Metropolitan Opera House, New York, sixty perform- 
ances were given of twenty-three works. Faust heads 
the list with eight performances ; then come L’A/ricaine, 
Les Huguenots, Orpheus, and Cavalleria, with four each ; 
Roméo et Juliette, Die Metstersinger, Don Juan, and 
Lohengrin, three each, Most of these works were given 
in English. | 

MME. AMALIA JOACHIM, a most competent judge, 
after witnessing a performance of the Meistersinger in 
Italian at Boston, gives a most enthusiastic description 
both of the excellence of the rendering and of the recep- 
tion of the work by the audience. The cast included 
Mme. Albani, M. Jean de Reszke, M. Lassalle, Signor 
Carbone, &c., and Herr Seidl was the conductor. 

THE Philharmonic Orchestra of New York is just 
about to celebrate its jubilee. The programme of the 
first concert given by them in 1842 will be repeated, and 
the festival will conclude with the Choral Symphony. 
This was the first orchestral society founded in America. 

A SCANDINAVIAN Richard-Wagner Theatre is to be 
established at Stockholm. Johannes Elmblad, the well- 
known singer, is to be the director, and it is proposed to 
produce in the Swedish language those ‘ot! Wagner’s 
works which have not as yet been performed in Sweden— 
Tristan and The Ring. 

IT is very seldom that a country is so unfortunate as 
France has been lately in losing its best composers : 
Lalo on April 23rd, Ernest Guiraud on May 6th, and 
Ferdinand Poise on May 13th. Guiraud, who was born 
in America, at New Orleans, June 23rd, 1837, furnishes 
the only known instance of a son of a Prix de Rome 
himself also gaining that coveted distinction. © This 
he did in 1859, and soon made himself a name as a 
composer. But it is doubtful whether any of his stage 
works will maintain themselves in ‘the répertoire, 
though they all had their moment of success. Some 
of his concert music (suites, overtures, caprices, 
&c.) seems more likely to survive, but he was an 
amiable rather than a great musician. His Péccolino 
was given in an English version by Carl Rosa at 
Her Majesty’s Theatre in 1879, but with little success. 
Ferdinand Poise, born at Nimes, June 3rd, 1828, was a 
more fertile, and, on the whole, a more successful operatic 
composer than Guiraud. His earliest works, Bonsoir, 
voisin (1853), and Les Charmeurs (1855), had a typically 
French elegance and brightness; but his greatest 
successes were La Surprise de l’ Amour (Opéra-Comique, 
1877), L’Amour Médecin (do. 1880), and Joli Gilles 
(do. 1884). Another opera, Carmosine, has been talked 
of for several years, but has not yet been performed. 
Poise wrote scarcely any other music than his operas. 
He had an exceptional talent for treating eighteenth- 
century French subjects. Just a week later (May 20) 
died Jules Duprato, a musician whom fate and inferior 
librettists have robbed of the reputation to which his 
talents would seem to entitle him. His operas and 
operettas, mostly pieces in one or two acts, were pro- 
duced between 1854 and 1874. Several of them have 
much merit, but none of them are likely to be heard of 
hereafter. He had reached the age of 64, and had been 
a professor of harmony at the Conservatoire since 1860. 

OF other musicians lately deceased, we must mention 
Dr. William Rust (d. May 2nd), the respected Cantor of 
the Thomasschule at Leipzig, and editor of Bach’s 
works ; Moritz Karasowski, author of a biography of 
Chopin, now superseded by the exhaustive work of 
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Professor Niecks; Francesco Lamperti, the famous Italian 


singing-master, who trained nearly all the greatest Italian 
singers for more than a quarter of a century (b. 1813, d. 
May Ist); Gerhard von Breuning, a Viennese physician, 
who, when a boy of thirteen, attended on Beethoven in his 
last illness, and has left some valuable reminiscences of the 
composer ; Franz Greve (d. May 12), a baritone singer, 
who was to have taken important parts in the forth- 
coming performances of German opera at Covent 
Garden ; and lastly, though he was not a musician, the 
famous poet, Friedrich Bodenstedt, in whose “ Lieder des 
Mirza-Schaffy” almost every composer of the time has 
found inspiration—Rubinstein, in particular, has written 
very many of his best melodies to words of Bodenstedt. 
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. DONIZETTI. L'Elisire Amore... 
. =— Lucia di Lammermoor .. 7 
" HANDEL. 4 Athalia ... 
» HEROLD. Zampa ... 
LISZT. Ramdas von der heiligen Elisabeth 
issa solemnis ... 
MOZART. Messe x. F. 
REINECKE, Little Rosebud .. ae 
SAINT-SAENS. La Lyre et la Harpe ... 
SCH = Sea Bie daily for Advent... 


STRAUSS} HOH. ”tadign, Operetta 
2 — Lustige Krieg 
URIO. Te Deum. (Chrysander) « 
. WAGNER. Rienzi. (Z., G., & 1) 
WEBER. Kampf und Sieg ooo ose 


by 


aalaalllarlalaaana ® 


ee ere ee re cm 2 


ORGAN. 
8664,5 BACH. Compositions. (Peters). Ve V. end Vil. +, each 
3867. CLARK, SC. Marches de 3 Late 
BOOKS. 


3868. ENGEL, C. Reflections on Church Music. Bound ... 1 
} 3869. LOBE, J. C. Catechism of Music. Bound .. 0 «. 1 


For remainder of Antiquarian Music, see MoNTHLY MusicaL REcorpD, Nos, 
249, 250, and 254; also Catalogue of Antiquarian Music to be had gratis. 


AUGENER & CO., 86, Newgate Street, London. 





S. NOSKOWSKI’S 


NEW PIANOFORTE WoORES 
IN AUGENER'S EDITION. 


FOR PIANOFORTE SOLO. 
8272 DEUX DANSES POLONAISES (Cracovienne mélancolique 
et Mazourka). Op. 23bis vos eco eee NUE 
IMAGES. 6 Morceaux caractéristiques. Op. 27:— 
8273@ ~=60s-s« Cah I. (A l'improviste, Picador, Monologue) oo =e 
82736 Cah. II. (Cracovienne, Idylle, Zingaresca) ... .. net 
8274 “IMPRESSIONS.” 4 Piéces caractéristiques. Op. 29. (En 
Automne, Espiégle, Dumka, Cracovienne gracieuse) net 
6275 CHANSONS ET DANSES CRACOVIENNES. Op. 31. net 
6276 TROIS PIECES. Op. 35. apr, Duma et Valse 
dolente) int ad oe, ae 
6277 MOMENTS MELODIQUES. 4 Pidces caractéristiques. 
Op. 36. (Les Larmes, Gondoliera, Chanson —— 
Sérénade du Printemps)... |... as wo. =net 
6278 PETITS RAYONS. 4 Morceaux. Op. 39. (Reverie, Cham- 
pétre, Polonaise mélancolique, Cantilene) ... wu. net 


FOR PIANOFORTE DUET. 


69474, MELODIES RUTHENIENNES. 8 Morceaux carac- 
téristiques d’aprés des Chansons et Danses nationales des 
provinces Galicie et Ukraine. Op.33. 2 Books, each net 

6278 MAZURY. Danses masoviennes. Op. 38 ecole (UE 


London: AUGENER & CO., 86, Newgate Street, E.C. ; 
and 1, Foubert’s Place, Regent Street, W. 





AUGENER’S EDITION, 


H, PURCELL’S GOLDEN SONATA, 


ARRANGED BY 


GUSTAV JENSEN, ' 
In his ‘‘Classische Violin —* peethenses Meister des 17ten and 18ten 


7410 For Two Violins and Pianoforte . os +. net r— 
74104 For Two Violins, Violoncello, and Pianoforte ras (a a: 


AUGENER & CO., 86, Newgate Street, and 1, Foubert’s Place, London. 
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New Pianwororte SruDigEs AND SCHOOLS, WITH 
ConTINENTAL FINGERING. 


THE SCHOOL OF TECHNIQUE 
AND EXPRESSION 


(“L’Ecote DE LA TECHNIQUE ET DE L’EXPRESSION ”), 


Exercises, Studies, Easy, Melodious and Progressive 
Pieces and Duets for the Pianoforte, by 


Bu PA UVUTBRW: 


PIANOFORTE SOLOS. 
(With Continental Fingering). 
Augener’s 


Edition No. TECHNICAL EXERCISES. 


8329a@ The Book of Scales (Livres des Gammes) ... 

8325 The Book of Finger Exercises page ‘pour | ‘le développe- 
ment simultané des deux mains) .. 

STUDIES. 
24 iow = Melodious Studies (24 Etudes faciles et mélo- 
iques 

20 Easy and Progressive Studies (20 Etudes faciles et pro- 
gressives) 

20 Rhythmical Sketches, intended for the study of various 
rhythmical expressions (Esquisses rhythmiques) 

The Culture of the Scale. 24 saternns Scale Studies in all 

Major and Minor keys __ ... 

Mozart Studies. 12 Special and Pre paratory, Studies, intended 
as an assistance to a eae y artistic performance 0 of 
Moaart’s Sonatas ie 


MELODIOUS PIECES. 
Musical ~ cree (Esquisses musicales). 20Characteristic Easy 





Price, net 
& fd, 


8326 
8319 
8327 
8328 


8330 


8314 
ieces 

8316 Suite facile : 

et Gigue 

8315 Three Sonatinas ... ‘ 

8310a-/ ——— Sonatinas : “a, Germany ; 4, Austria rx “Suabia ; 
d, Italy; e, Wales; /, Ireland a . eac 

Sonatina in A major (Sonatine en La majeur) 

—_ eg a Theme by ame Valse aaah “Hummel, and 


A child's Lie y ool Album) 
FOR THE LEFT HAND. 
12 Characteristic Studies for the Left Hand 


Suite for the Left Hand: Prélude, en Gavotte, Sara- 
bande, Bourrée, and Gigue ove 


PIANOFORTE DUETS. 


12 Short, Easy, and Melodious Duets (12 ie duos —— 
et mélodiques)_... 1 
8592 Styrian Dances (Danses styriennes pour Piano a 4 mains) wo 
AUGENER & CO., 86, Newgate Street, London, E.C.; and 
I, Foubert’s Place, Ww. 


: Prélude, Allemande, Bourrée, ‘Sarabande, "Gavotte 


8311 
8312 


8313 
8332 
8331 


8591 





New Srupies By A. LOESCHHORN. 
ELODIC STUDIES FOR THE PIANO. 


FORTE, progressively arranged for advancement of technique 
with special regard to Rhythm and Phrasing. By A. LOESCH- 


C. 4to. 

= s.d. 
6552 +42 Easy Studies. Op. 192. (Preparatory to Op. 193). 

6553 Books 1, 2,3 ws each 1 


= one’s 


6555 Op. 193. Booksgands ... each 
6556 


6557 17 Melodic Studies. 
ba \ 14 Melodic Studies. Op. 195. 


Gage 12 Melodic Studies. Op. 196. Books 10 and 11.. each 1 


(The first 7 Books are also published in a Folio Edition with English 
Fingering.) 


London: AUGENER & CO., 86, Newgate St.,E.C., & 1, Foubert’s Place, W. 


REPARATORY PIANOFORTE SCHOOL. 
Compiled and partly composed by H. HEALE. C. 
Edition No. 
6186@ Part I. Rudiments, Scales, Exercises, and Pieces, exempli- 
fying all Major and Minor, Keys, and all Time 


ignatures ; Technical Exercises and Studies net 2— 
61865 Part II. Supplementary Pieces |.. a0 net 2— 


AUGENER & CO., 86, Newgate Street, pew 3 Foubert’s Place, London. 


6554 \" Melodic Studies. 


Op. 194. Books6and 7 ... each 


Books 8andg ... each 1 





ONATINES POUR VIOLON ET PIANO, 
Arrangées en ordre progressif, et en partie revues et doigtées, par 
EMILE THOMAS. 
La Partie du Violon dans la tre position. 

C.GURLITT. Sonate miniature en FA (F). Op. 180, No. 1 
— Sonate miniature en r& (Dp). Op. 180, No. 2 
C. REINECKE. Sonate miniature en ut (c) . 
—— Sonate miniature en La mineur (A mines) .. coe 
—— Sonate miniature en sou (G) ... 


La Partie du Violon dans la tre, ade, et 3me positions. 

. KUHLAU. Sonatineen ut (c) > vee “ 

SCHMITT. Sonatine en ré (p) eco 

KUHLAU. Sonatine en La mineur (A minor) 

SCHMITT. Sonatine en ut (c) 

REINECKE. Sonate miniature en si mineur =(s nies) .. 

DIABELLI. Sonatineensoi(c) .. ove 

RIES. Sonatine en La mineur (A minor) 

LACHNER. Sonatine en sot (G) 

RIES. Sonatine en Fa (F) ee 

LACHNER, Sonatine en st bémol (B ‘flat) oe mA 
La Partie du Violon dans les oueue plus hautes. 

KUHLAU. Sonatine en sot (c) ‘ 

RIES. Sonatine en ut(c) 

KUHLAU. Sonatine en Fa (F) 

THOMAS. Sonatine en ut (c) 

SCHUBERT, Sonatine en r# (p) 

GURLITT. Sonatine en Fa (F) 

SCHUBERT. Sonatine en La mineut (A miner) . 

GURLITT. Sonatine en La (a) 

SCHUBERT. Sonatine en sot (Gc) 


London: AUGENER & CO., 86, Newgate disasi, EC, and 


% Foubert’s Place, 


EW WORKS by IGNAZ LACHNER :— 
Op. 92. 3 Sonatinas for 3 Violins— 
52934 No. 1, in B flat ane 
52936 2,inG —. 
§293¢ 3, in A. oe 
Op. 93. 3 Meceues és Salon pour Violon et Plano— 
Nocturne 7 oe é . 
Tarantelle ‘ 
Danse des matelots net 
Op. 94. Deux Morceaux de Salon goer Violon a avec Tine 
No. t. Siesta ‘ ee e ° 
2. Grande Polonaise .. 
Op. 95. Vier Klavierstticke—_ 
No. 1. An der Quelle 
2. Nordisch 


3. Gondelfahrt 
4 Freude 


Op. 96—98. 3 Sonatinas foes 2 Vicline= 
No. 1, in A major. oF 96 


2, in D major. Op. 97 
Pp» 98 . ee 


3, in B flat major. 
Op. 99—ToI. 3 Sonatinas for Violin and Piano— 
No, 1, in A major. 99 bis 
2, in B flat major. Op. 100 
3, inG major. Op. 101 
Op. 102—103. 2 Trios for Violin, Viola and Pianoforte : - 
Grand Trio in & flat. Op. 


» 102. 
Grand Trio. Op. 103. (/# the Press. ) 


AUGENER & CO., 86, Newgate Street, and 1, Foubert’s Place. London. 
ORTRAGSSTUDIEN. Eine Sammlung 


hervorragender und beliebter Tonstiicke alter Meister fur Violine 
mit Begleitung des Pianoforte bearbeitet von 


GUSTAV JENSEN. 


J. S. BACH. Air und Gavotte aus der p dur Suite fiir Orchester 


JOS. HAYDN. Serenade 
—— Adagio recitativo 


JEAN MARIE LECLAIR. Sarabanda und Tambourino 
F. M. VERACINI. Menuet .. 
G. TARTINI. Larghetto (c moll) 
J. B. SENAILLE. Aria (c moll) 
G. TARTINI. Andante cantabile aus Sonate VIII. 
G. TARTINI. Gigainpdur.. 


London: AUGENER & CO., 


Sane le eer 


sinevenn 





net 
net 
net 


75114 
75110 
7511C 


net 
net 





s. a.| 
3 py 
37 





Newgate Sescsit, E. Cc. pan 
* Foubert’s y bn - 











142 THE MONTHLY MUSICAL RECORD. 


Eine 1, 1892, 





AUGENER’S EDITION OF 


S. BACH’S ORGAN WORKS. In Single 
Numbers. Edited by W. T. Best. (Oblong folio.) £, :— 


First Series, The great Preludes and Fugues, edited by Net 
. T. Best, (Singly) :— s. 


No. 1, in c major 
2, in G minor 
3, in D major 
4, in E minor 
5, in F minor 
6, inG major ose 
7, in C major ae 
8,inAminor .. eve 
9,inDminor ... ose 
10,inGmajor ... oe 
11,inC minor... ove 
12, in E flat (St. Ann’s tune) 
13, in © major 
14, in C minor 
15, in A major 
16, in B minor 
17, in c minor 
18, in E minor 


ee ee oe ee ee ee) 


Lid itrvisas cece eis 


Seconp Sgrigs. The Great Toccatas and Fugues, 


Fantasia.and FugueinGminor .. .. 
Toccata and Fugue in p minor ooo 

Toccata and Fugue in £ major ooo 

Toccata and Fugue in c major nik 

Toccata and Fugue in F major ove 

Toccata and Fugue in p minor se me 
Passacaglia in c minor... wee ove ane oie 


TuHrrpD SERIES. Fugues, Alla Breve, Canzona 
Fantasias :— 
Fugue in G minor 
Fugue in c minor 
Fugue in 8 minor 
Fugue in c minor ete 
Alla breve in D major ... 
Canzona in p minor 
Fantasia in c minor a os 
Fantasia in @ major... eR eas 


FourtnH Series, Eight short Preludes and Fugues and 6 
Sonatas for two Claviers and Pedal :— 


Short Preludes and Fugues. No.1 in c major; 2inp 
minor ; 3 in E minor ; 4 in F major oss eee 00 

Short Preludes and Fugues. No.5 inG major; 6 ing 
minor ; 7 in A minor; 8 in B flat major ... ies me 

Sonata in & flat major ... - a ny ons 

Sonata in c minor en ee es ove 

Sonata in pb minor 

Sonata in E minor 

Sonata in c major 


“On opeeing the volumes of Bach's Supe Wome. the first thing to strike the eye is the 
size of the note ‘ heads,’ which, as the ks lie upon the table, seems unnecessarily 
large. But place a copy side by side with ordinary organ music on the desk of a ‘ three- 
decker,’ and it will be seen that ion has been b d upon a point of really great 
importance, although one too often overlooked. The notes stand out clearly at that dis- 
tance, so that to a player of average eyesight a misreading ought to be an impossibility. 
Then come indications of tempo, both verbal and metronomic; assistance to the per- 
former in matters of fingering and pedaling ; elucidations in foot-notes, of the old agré- 
ments, or Manieren, so little understood, apparently, in the present day; and, lastly, 
and even more important than all, from a‘ past-master ‘ in the art, a guide as to the proper 
registering, or combination of stops, to be adopted in each piece. 

“ Further, the text has been subjected to thorough revision, the editor going te the 
length of reducing the whole to manuscript, in order to render the design of each work 
conspicuously plain to the student; and the left-hand part, in particular, has been the 
object of painstaking attention, the full extent of which will only be apparent to the 

actised executant, who knows but too well how the ‘inner om are inextricably 

jumbled together even by composers themselves, to say nothing of the doings of 
untrained copyists and transcribers. 

“ tt come matters of simple notation. Mr, Best clears off redundant notes, 
accidentals, double stems, and the like, thus greatly facilitating the work of the 
student while nowise interfering with the integrity of the text.”—“Record” Review, 
by Stephen S. Stratton. 


“Mr. Best's edition of Bach’s Organ Works goes bravely on. We have Nos. 17 
and 18 of the great Preludes and Fugues, and Nos, 19 to 24 of the miscellaneous com- 
positions, including the Toccatas and Fugues in C, E, F, and D minor, and the Fantasia 

nd Fugue in G minor, All these are carefully, though not redundantly, ‘fingered’ by 
the eminent Liverpool organist, and turned out in excellent style."—Zhe Daily Tele- 
graph, January 4, 1890. 





“In the matter of clearness to the reader—a detail of greater importance to organ- 
ists than to any class of musicians—this edition is undoubtedly the most satisfactory in 
existence."—Zhe Times, February 15, 1890. 

AUGENER & CO., 86, Newgate Street, London, E.C.; and 
3, Foubert’s Place, Regent Street, W. 





© ORGAN BUILDERS. Specifications are 


invited for an Organ (3 manuals) for the Boscombe Arcade, 
Winter Gardens, and Pavilion. Further particulars can be obtained 
from Mr. F. J. DUGARD, Mus. Bac., Milton Villa, Church Road, 
Bournemouth, 





NEW EASY MUSIC 


CARL REINECKE. 


1o PETITS MORCEAUX. Op. 213:— 


7542 Pour Violon et Piano. (Edition originale) ... net 
7643 + Pour Violaet Piano. Arrangés par Emil Kreuz... __ net 
6962 Pour Pianoa quatre mains, Arrangés par l’Auteur ... - net 


London: AUGENER & CO., 86, Newgate Street E.C.; and 
1, Foubert’s Place, Regent Street, W. 





NEW EDITION OF 


W. STERNDALE BENNETT’S 


PIANOFORTE WoOREKES. 


SOLo. 


Op: 2. Capriccio REP ee to eee 
Op, 10. Three Musical Sketches (The Lake, The Mill 
Stream, The Fountain). E.Pauer... we 
Six Studies in form of Capriccios. C. ... 
3 Impromptus eas oes ooo 
Sonate ... gen eee 
3 Romances ... gh 
Fantasiain a, C. ... 
Allegro Grazioso _... 
Suite de Pieces. C. 
52 Op. 25. Rondo Piacevole ‘ 
6229 Op. 27.. Capriccio scherzando 


PIANOFORTE DUET. 
8523 Op.17. Three Diversions ... ds * ws 8 


London: AUGENER & CO., 86, Newgate Street, and 1, Foubert’s 
Place, Regent Street. 


eetTat 0013 


el eel 





NEW PIANOFORTE PIECES. 
Aho STRELEZKI. Morceaux pour Piano. 


Valsette ie a ove 

Notturno en LA majeur... mn fa 

Sur la rive. Morceau caractéristique 

Senta’s ‘I'raum. Spinnerlied ... ‘ee 

In Fairy Land. orceau de Salon... 

Menuet & I’antique en sou majeur ... 

Menuet & I’antique en m1 bémol 

Valse Souvenir en FA ... 

Mazur ase oe eee oe oe 

Notturno en uT diése mineur... eco 

Impromptu ane ase eon am 

Sérénade ... oe ove ove 

Grand Tarantelle en FA 

Barcarolle en so. majeur 

Jagdstiick... ‘i oe ie 

Au Matin. Réverie-Nocturne ~ ive die = me 
London: AUGENER & CO., 86, Newgate Street, E.C. ; and 1, Foubert’ 

Place, Regent Street, W. ; 


REDE OFTEN 
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Pour Piano a 4 mains 


G HeGaAS DE LLE MAURICE. 


par 
J. B. WECKERLIN, 


No. 1. Premiére Shéga uo tne tws 
2. Fantaisie négre oon 
3. Deuxitme Shéga ... ace ace tte we 


AUGENER & CO., 86, Newgate Street, E.C., and 1, Foubert’s Place, W. 


“LAUTERBACH,” 
VALSES ALSACIENNES, 


POUR PIANO A QUATRE MAINS 
PAR 
J. B. WECKERLIN. 
” Price 4s 
AUGENER & CO., 86, Newgate Street, and 1, Foubert’s Place, London. 
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DANCE MOVEMENTS 
FROM THE WORKS OF GREAT MASTERS, 


ARRANGED FOR 
VIOLIN AND PIANOFORTE (Augener’s Edition, No, 7387a—m). 
FLUTE AND PIANOFORTE (Augener’s Edition, No. 77934—m). 
STRING ORCHESTRA: Two Vio.ins, Viota, V'cELLo, and Bass 
(Augener’s Edition, No. 7151a—me). 
FLUTE QUINTET: Furs, Viouin, Viota, V'CELLO, and Bass 
(Augener’s Edition, No. 71 ag 


=’. HERMANN. 
. S. BACH. Sarabande from the Second ‘Violin Sonata, 
. F. HANDEL. Scherzo from the Concerto in G minor. 
SSEPH HAYDN. Nachtwiichter Menuet. 
ERRE MONSIGNY. Rigaudon from *‘ La Reine de Golconde. 
. A. MOZART. Minuet from the Divertimento in p. 
EETHOVEN. Allegretto from ‘‘ Die Geschipfe des Prometheus.” 
OZART, All’ ongarese from the Violin- Concerto in a major. 
HERUBINI. Ballet-music from ‘‘ Ali Baba.” 
See 2 Tanzmusik from “ Des Falkners Braut.” 
RAMEAU. Chaconne and Musette. 
R. VON GLUCK. Musette from “‘ Armida.” 
PIERRE MONSIGNY. Chaconne from “‘ La Reine de Golconde.” 
Price, net, 1|- each. 
* Also for Pianoforte Solo (Anthologie Classique, No. 80), 2/6. 


London: AUGENER & CO., 86, Newgate Street, E.C., and 
1, Fonbert’s Place, W. 


SUITE DE BALLET: 


I. Allegro vivace, Andantino; II. Allegro moderato; III. Tempo di 
Valse. Composed for the Westminster Orchestral Society, and 
dedicated to its conductor, C. S. Macpherson, by 


EBENEZER PROUT. 


res 28. s. a. 
7o80@ FullScore .. se a ae net 5 — 
70806 Orchestral Parts oo 8 ee net 10 — 


London: AUGENER & CO., 86, ‘See Street, E.C., and 
* Foubert’s Place, Ww. 


MUSIC AND ITS MASTERS. 


A CONVERSATION ON MUSIC. 
' By ANTON RUBINSTEIN. 


Translated for the Author by Mrs. JOHN P. MORGAN. 
‘‘The present literary product from Rubinstein’s pen is certainly the most 
brilliant and fascinating book on music that has appeared for a long time.’ 
Price 2s. 6d., net. 
AUGENER & CO., 86, Newgate Street, and 1, Foubert’s Place, London 


ETERS’ EDITION.—NOVELTY. 


Performed at Berlin Opera House, April a1, 1892. 


“BOABDIL.” 


Opera in 3 Acts by MORITZ MOSZKOWSKI. 
0. 
2631 Vocal Score by gash emer. one 
Book of Words ... 
PIANOFORTE SOLO. 
2632 Complete Opera, arranged by Gustav F. Kogel .. 
syed Melodien (Potpourris). 2 Books ... P - 
2613. Maurischer Marsch. Arranged by the composer 
2614 Ejinzugsmarsch (Marche d’entrée) . ‘ 
2616 Malaguena . 
2615 Scherzo-Valse. Arranged by ‘the composer 


PIANOFORTE DUET. 
Two Marches. ———_ by August Horn ‘2 
Balletmusik. - alagueiia, Scherzo- Vales, Maurische Fantasia, ) 
Arranged by August Horn 


ORCHESTRA. 

Vorspiel... __... . Parts at rod. per sheet 

Maurischer Marsc = aon 

Malaguefia__.... io ae 

Scherzo-Valse ... 

2630 Maurische Fantasia ” 
To be had of the Sole Agents :— 
AUGENER & CO., 
86, bern 2 Street, and 1, Foubert’s Place, London 

and all Music-Sellers in Town and Country. 
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EBENEZER PROUT’S 


THEORETICAL Works 1N AUGENER’S EDITION. 
Demy 8vo. 





Augener's 
Edu 


Ne T TARMONY : 


9182, 


Bound. 


ITS THEORY AND“ 
PRACTICE. By EBENEZER PROUT, B.A. Lond., 

Professor of Harmony and Composition at the Royal 

Academy of Music, &c. Fourth Edition .. 5/- 


gta KEY TO “HARMONY: ITS THEORY 
AND PRACTICE.” Second Edition... al- 

gx ADDITIONAL EXERCISES TO E. 
PROUT'S “HARMONY: ITS THEORY AND 
PRACTICE.” Second Edition... 1/6 

gta KEY TO THE ADDITIONAL EXER- 
CISES TO E. PROUT’S “HARMONY”... 


OUNTERPOINT: STRICT AND 

FREE. By EBENEZER PROUT, B.A. Lond., Pro- 

fessor of Harmony and Composition at the — Academy 
of Music, &c. Second Edition .. ‘ 


9832 ADDITIONAL EXERCISES TO 
E. PROUT'S “COUNTERPOINT: STRICT AND 
FREE,” with a and ee Basses for Har- 
monising 


OUBLE ~COUNTERPOINT ‘AND 


CANON. By EBENEZER PROUT, B.A. Lond., 
Professor of Harmony and ee at - Royal 
Academy of Music, &c. Ge. .. 5/- 


ais, PPUGUE. By EBENEZER PROUT, B.A. 
Lond., Professor of Harmony and Gauges: at the 
Royal Academy of Music, &c. “ s/- 
In THE Press. 
918% FUGAL-ANALYSIS: a Companion to “Fugue.” 
Being a Collection cf Fugues put into-Score and Analysed. 
AUGENER & CO., 86, Newgate St.,E.C.; & 1, Foubert’s Place, W., London. 


DR. H. RIEMANN’S 


CATECHISMS IN AUGENER’S EbDITION. 
Crown 8vo. 





9183. 


9184. 





proud, in, 
Cloth 


ATECHISM OF MUSICAL INSTRU. mm 


MENTS wou TO ceeiinaers » wee 
covers, net, 2s. ‘ 2/6 


ATECHISM OF MUSICAL HIsS- 


g202. Part I. Niecy of Musical Instruments, and History of Tone 
Systems and Notation. In paper covers, net, 2s. .. 2/6 
9203. Part II. History of Musical Form, with yo Notices... 2/6 
‘aper Cover 2/- 
N.B.— These Catechisms will be continued. 
AUGENER & Co., 86, Newgate St.,E.C.; & 1, Foubert’ s Place, W., London. 





Books in Augener’s Edition. 


Crown 8vo. 
No. ound 


9180. CONCISE DICTIONARY OF *« 
MUSICAL TERMS. To which is prefixed an Intro- 
duction to the Elements of Music. By FR. NIECKS .. 2/6 


_— Poe ae to the ELEMENTS 
OF MUSIC. By FR. NIECKS_.. 


9178. (a OF MUSIC. By r C. 
ranslated and Edited by C. Bacne .. ‘ 


RACTICAL HINTS ON T HE 
9779 TECHNIQUE AND TOUCH OF PIANOFORTE 
PLAYING, with Illustrations. By Amina Goopwin.. 


HOUGHTS of GREAT MUSICIANS. 
Collected by LA MARA. Paper covers, net, 1s, .. 














Crown 4to. 
HE GREAT GERMAN COM- 
POSERS. Biographical Notices, with some account of 
their several Works, especially adapted to young minds. 
By J. STIELER. Elegantly bound (with Woodcuts, &c.) 7/6 


9196. 
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PIANOFORTE SOLOS (a 2 mains). 

BENNETT, W. STERNDALE. Introduction et 
Pastorale. Op, 28, No.1. (Anthologie classique, 
No. 84) ‘db tes om ope ire sae 

CALLCOTT, W. HUTCHINS. National Airs, 
arranged :— 

Irish Melodies, containing 100 celebrated Airs, and 
among them will be found all the favourite 
subjects adapted by Thomas Moore 

GAUTIER, L. By the Seaside. Six 
No. 1. The Wave ... 
6165 GURLITT, C. Aquarellen. 6 Vortragstiicke. Op. 
154. Book II. (Nos. 4—6) 
KIRCHNER, F, Alpenrosen. Tyrolienne. ‘Op. oe 
LOESCHHORN, A. Melodic Studies, progressively 
arranged for advancement of technique and style, 
with v “special regard to rhythm and phrasing. 
£. : 


Book VIL. 17 Melodic Studies, Op. 194. Book II, 
(Studies 10 to 17) ... 

PAUER, E. The School “of Technique and 
Expression. Exercises, Studies, easy melodious 
and progressive Pieces. 

12 Characteristic Studies for the Left Hand net 
Suite for the Left Hand: Prélude, Allemande, 
Gavotte, Sarabande, Bourrée, and Gigue _ net 

STRELEZKI, ANTON. Morceaux :— 

No. 15. Jagdstiick ... bf, a 
16, Au Matin, Réverie-Nocturne abe 

6462 -—— Quatre Morceaux caractéristiques. Op. 197: 
Novelette, Nocturne Ge wm! Valse poétique, 
Miniature ‘ os. eet 





Edition 
Number. 


9893 


dee net 
Niclodies. 


8332 ’ 
8334 


PIANOFORTE DUETS (a 4 9 aa 
MOZART, W. A. Symphonies. Arranged by Max 
wr ne _ 
8588¢ No. 4 o- «net 
6948 NOSKOWSKI, SIGISMOND. | Mazury, “Danses 
masoviennes. Op. 38. C, ee oo - net 


TWO PIANOS, 4 hands. 


GURLITT, CORNELIUS, Duos progressifs pour 
2 pianos a 4 mains, 
3 Rondos. Op. 175:— 
No, 1, en RE majeur 
2, en MI bémol majeur 


ORGAN, 

BACH, J. S. Organ Works. Edited by W. T. Best. 
Fourth Series. Eight Short Preludes and Fugues, 
and Six Sonatas for two Claviers and Pedal :— 

Sonata in E minor net 


net 
net 


VIOLIN AND PIANOFORTE. 
STRELEZKI, ANTON. Romanza ... 
‘THOMAS, EMILE. Morceaux de Salon :— 

No. 9. ‘Danse sicilienne 
10, ade Fantaisie sur des airs écossais . 


INSTRUMENTAL. 
KREUZ, EMIL. Trio in c for Pianoforte, ee = 
and Viola. Op, at ... 
RITTER, E. W. Practical School for the Violin 
(Ecole pratique du Violon) :— 
7610a + BookI. Elementary (Elémentaire)... ... net 
SQUIRE, W. H. Petits Morceaux pour le Violon- 
celle (dans la premiére position) avec accom- 
pagnement du Piano :— 
No.1. Triste ... 
2. Joyeuse... 


Novelties (continued). 


VOCAL MUSIC, 


8824 DELIUS, FRITZ. Three Songs, the words by 
Shelley : Indian Love-Song, Love's aaa <2 

To the Queen of my Heart. 4to ... is 
SCHUMANN, R. Romances: Choruses rs 
a, Voices with Pianoforte accompaniment 

ad lib, :— 

Book I, : The Tambourine Player, The 
Wood Fay, The Convent Maiden, The Soldier’s 
Bride, The Mermaid, The Chapel. £. & G, net 


BOOK ON MUSIC. 


9179 GOODWIN, AMINA. Practical Hints on the 
Technique and Touch of Pianoforte Playing, with 
Illustrations. se ate und, net 


AUGENER & Co., London. 
City Chief Office: 86, Newgate Street, E.C. 
Only West End Branch: 1, Foubert’s Place, W 
(opposite Conduit Street). 


All Communications should be addressed as above. Cheques 
and Post Office Orders payable to the order of Augener & Co,, and 
to be crossed ‘‘ London and Midland Bank, Limit 


Telegraphic Address—AUGENER, LONDON. 








THREE MARCHES 
By MENDELSSOHN. 


From 
‘“Wedding of Camacho,” “ Midsummer Night’s Dream,” and “ Athalie.” 
TRANSCRIBED FOR THE PIANOFORTE BY 


E. PAUER. 


Pianoforte Solo 4. w+ ase 
Pianoforte Duet 

And for 2 Sissies, 8 endl bo 
Wedding March from “‘ Midsummer Night’s Dream” 
War March of Priests from ‘‘Athalie” ... ae 
March from the ‘‘ Wedding of Camacho” " 


London: 


E ae 


he 
8577 


net 
net 1 


6656 
6657 
6658 


net 
oo? Net 
net 


I_ 
I_— 
I1- 


AUGENER & CO., 86, Newgate Street, E.C., and 
Foubert’s Place, W 
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